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BORDER MORRIS

The term was coined by Dr Cawte in an article for JEFDSS to cover the
seasonal performance in the Welsh Border counties of Shropshire and
Herefordshire, in Engiand and not Wales, but extended to cover the non-
Marches, the non-Cotswold county of Worcestershire and even the dance from
Steeple Claydon in Buckinghamshire. The tradition shcould inciude the dances
mentioned elsewhere in the West Midlands, indeed the Lichfield dances could
be considered a ccllection of pairs of dances like the Border tradition
rather than a consistent set as in a Coiswold village. The available dance
material is very limited and there is no consistency in style or movements.
The team should be thought of as existing for the particular occasion with
an absclute minimum of practice, rudimentary costume and compensating for
these deficiences in artistic content by noise from the performers, a large
band of percussion instrumemnts and as many dancers as can be mustered. It
is a classic example of a custom that is only as elaborate as i3 needed to
be acceptable to its community.

Dances exist for from three to twelve dancers. The dance depends on the
numbers avaiiable, as at Erimfield. The dances coilected from a particular
place sometimes differ quite markediy between informants, as at White Ladies
Aston, reflecting the flexibility from year o year. Sometimes a gang would
only have one dance, sometimes fwo, or as al Malvern and Fershore Not for
Joes an indeterminate set of figures. The common features are the rather
short sticks and sometimes a stick and handkerchief version of the same
dance, aiso usually a high single step akin to the local country dance step.
Such detail as siarting foot rules and phrase endings are notable for their
apparent absence.

The Silurian MM had interpreted the material and this is reflected in print.
They have sought to preserve the traditional style and features as far as
they can be deduced. An alternative image has been promoted by the
Kirkpatricks w~ith the Shropshire Bedlams and Martha Rhoden's Tuppenny Dish
where the material has been consclidated and systematised, extended and new
ideas developed using all the local titbits. Through them there is an image
of the Border Morris - boisterous, more than usually exhibitionist, noisy
dancers, men with rag covered jackets, all of which seems to owe a lot to
the spirit of the past but not to the substance. The interpretation today is
an artifact of the last 20 years, filling a niche in performance that the
other traditions have left.

The limited dance material collected has led to such invention and to teams
that are in the “style" but having entirely recently composad repertoires,
some of which are wvery successtful as dances. However it would be wrong to
count all such as “Border”. Alternative descripiions are “Street Dancers”, as
used by Mary Rose and the teams from the Maidstone area, or “Dance Troupes”
where they are more refined and artistic. Both extremes tap cifferent
elements in the Znglish culture. Farly groups known personally were South
Downs, Paradise Islanders, ISCA, Rogue Morris, Lord Pagets and Barley Morris
from Penn, showing that the idiom translaies to men, women and mixec teams.
Many teams have a few Border or Border like dances to broaden their
repertoire and exploit the contrast wiith the Ceoiswold jumps and capers.

© 1983 R L Dommett
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V 1.2 Background

BACKGROUND STATEMENT

When I became involved with the morris the only dance from the counties
beyond the Cotswold Edge widely known was the Upton on Severn stick dance
which had been published by the EFDSS in a booklet. One of the sides that I
was in about 1960 did the handkerchief dance based on Miss Karpeles article
in the EFDSS Journal. Nearly all the other dances were inaccessible in mss,
especially Miss Karpeles’, but I was fortunate to visit her about that time
and she allowed me to copy several dance notations and she also talked to me
about them.

Dissemination started in the mid 1960’'s through reconstructing and teaching
the dances at the annual Advanced Morris Weekends at Halsway Manor arranged
by Bob Bradbury f{or which one year a stencilled set of notes were prepared
entitled “Other Morris”. This document had a major effect on John
Kirkpatrick later. This paper has now been retyped into my word processor
and made far more intelligable. Ali this activity led to Tubby Reynolds and
myself running a workshop at Ledbury Town Hall in January 1972 to introduce
the dances for the first time to the west midland sides, whilst my wife was
actually having my youngesi son.

At that time it was still possible to find old dancers as well as observers
and Dr Cawte first and Dave Jones later did so. I was working with RSRE at
Malvern and would look for contacts with just a little success by stopping
at pubs while passing through the Worcestershire villages. I also met the
surviving collectors to try and interview them about their experiences, such
as Mrs Kenworthy Schofield and J Hargreaves. But no one was working the
territory over thoroughly. There were children’s teams as well as out of
work men performing in the 1930’s of which members might still be around
even now.

For a while one saw the occasional, usually unimpressive, performance of a
dance by a local :.de, then there suddenly appeared the rag jacket teams.

The impact of the Shropshire Bedlams on their first visit to the Sidmouth
Folk Festival cannot be exaggerated. The tremendous showmanship and sense
of fun, elements largely missing from Festival Morris, grabbed the attention
and suddenly the dances made sense. At the time the vast majority of the
morris had neither access to such material or even any real knowledge of the
traditions involved, so no wonder the Bedlams were the centre of attention.

I for one tried to beat the general ignorance by teaching such dances and
emphasising the freedom that ignorance of detail could give to dancers with
some experience. Despite what is belisved, I have taught very few of the
collected dances in their Badlams form, and many of ihe composed dances are
Just too complex ior club usage, although they are fun in a workshop
situation. FHowever many dancers like to attempt a dance that comes from the
Bedlams, such is their fame!

The Ring Archivist issuea a boock of Border material with Dave Jones' coriginal
interpretations, guite a bit of which had to be challengaed, but which has
been largely corrected in the latest booklet. Dave's large cverall
contribution to the topic includes both realising that different notations
from one place probably actually are different dances and iliustrating the
varicus collected costume descriptions.

Page No 2 of 4



vV 1.2 Background

THIS BOOKLET

I have used the promise to circulate workshop notations to include all the
material I had prepared but not necessarily used, plus a writing up the
notations still in mss and to complete some long standing tasks. But neither
is it anything like a full set of the Border like dances that I have on film
or in notebooks. I have to retire to undertake that task!

The booklet starts with some historical material about old teams and the
revival, which I hope is of interest as there is so little of it around. In
particular there is included a copy of my original “Other Morris" mss,
annotated with later knowledge to cover the collected traditional material
and how it has been developed over the last two decades in the teams that I
have seen. It also includes a write up of my paper for the Border Roots
Conference where I was honoured by being asked to substitute for the late
Dave Jenes.

There foliows a selection of dance notations drawn from all over, the only
criterion being that I thought them worth borrowing and teaching at
sometime. Public performance puits such dances in the public domain. It is a
reasonabie assumpiion that only the better dances get done regularly. Many
notations were prepared in rough mss for my annual Border Workshops which
are aimed at having fun for a day rather than teaching Border teams new
dances. Although I confess I cannot readily find most of that material!

There is a fine line between dances in the Border style and Street Dances in
general, meaning dances that cannot be classified as something else, and
sometimes it is difficult to decide what class a particular dance should be
placed in. An example of this is Bledlow Cross which was intended as a NW
dance but when I tried it thus at a workshop I was strongly advised that it
was too Border like. However the intention is not to teach dances but tc
pass on ideas for dances. Most teams already have a repertoire and are
looking for movements that are different, to expand and not duplicate thst
repertoire. One problem with creating dances is that the inspiration is
often padded out to produce a full dance quickly whereas the good bits
should be accumulated into fewer really good dances. Alternatively iike the
Cotswold Morris and Dorset Stave dances the good ideas should be embedded
into a common satisfying dance structure.

A departure now that I have a video recorder is to try and record a team in
depth including the close variants of common dances rather than the unusal
dances which is all I couid film before. I encicse a few note sets for
teams local to me as exampiess of how all sides should perhaps be recorded
This document is also a continuing appeal for material, either of particular
dances or comments on interpretations of dances. One outstanding neec is
for some idea from other teams cf what problems or insights they have had
and how this affects their dances. I am also happy to come and help any
side.

There is a fascinating amcunt of black face out there, enocugh fcr another
lifetime!
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Vv 1.2 Background

I have to write this as it has become fashionable for the less knowledgable
to knock the efforts of those known only to them as names.

For over 30 years I have been making notations available for morris dancers
from manuscript and performance gained from all over the world as well as
some own compositions. In this time I have seen and been to some extent
involved with the doubling of the number of available Cotswold traditions
and the creation of the modern traditions for NW, Garland, Border and Stave
dancing, and all through this I have endevored toc pass on the material that
comes my way because of the need and without profii so that all may benefit.

I have not normally sought formal publication as I recognise that most of
them are not my dances. I have been seriously criticised in the past for
not indicating who generated the notes and alsc recently for liberally using
copyright on notations produced from my word processcr. The UK law is that
copyright exists in a written description independent of what exists in its
performance. Copyright is the only way of preventing exploitation by other
people when I would want the dance notations to be freely available. Most
notations were intended to stand alone and the ccllections are just bundles.
Of course full copying permission exists for reproduction for workshops,
courses amd teams’' usage. However realise that the original choreographer
or team might have reservations on public performance, especially if
constraints had been placed on them when a particular dance was collected or
taught. I know of examples where such warnings have been ignored. However
their own public performance compromises their legal position and only
courtesy protects them. But most teams would like exclusive use of their
new material for a while. Unfortunately there always seems to be sides so
insensitive that they would dance somebody’s dance in front of them. The
trick is to develop the dance so that the source does not recognise it!

There was a move in the 1360's to restrict knowledge of dances to their
traditional territory but history has shown that to be unrealistic. Also
some early collectors wanted to screen who was suitable to receive the
information. It may have been laudable but the type of people from whom the
dances derived were not interested in their revival. It was also made
difficuit because the remaining sources had often been children or out of
work when performers, and the revival was definately not aimed at young
people or the disadvantaged!

There i3 a realisation that being a repiica of some other team is being
second best, and that the desirable objective ought be be the davelopment of
a teams own character and performance. However bootstirapping is not easy
and being satisfacterily creative does not happen overnight. Hence the
notations. Remember that they do not go down to the detail of movements,
stresses, style etc, that is where the new team or leader has (o contribute.

These are not intended as acedemic records, nor have I fussed fLoo much about
their appearance. Most had been produced originally for some other reason
and I have kept such material togetfier even though it appears repetiticus.

t allows il to be conveniently broken cut again when it is desirable. The
objective is to convey the idea of dances {o act as a quarry for dance
elements or as a slarting point for new deveilopments. They are not the
dances as originally coiiected or composed, their publication is the
collecteors or choreographers responsibiiity, but as performed ana mostiy
recorded at one single performance from one angle on film or video

Page No 4 of 4 © 1983 R L Lomme:.
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Shropshire

By Dave Jones

Much of the original material on this
subject has now been lost. This is largely
due to the disinterest shown by early
collectors who considered it to be a
degenerate form of the Morris. Blame
must also lie squarely on the shoulders of
local revival sides who had, and indeed in
some cases still have, the opportunity to
collect genuine material.

I have found the early form of the dance
to have consisted of longways sets of up to
at least twelve men. In several instances,
at the time of collection, the set had
shrunk to three, four or five men. We find
examples of this at Brimfield (Four
dancers and two musicians), and Stretton
Westwood (Five dancers including
musicians). It now seems clear that the
number of dancers was not always
relevant. Even so, all the evidence points
to a primitive rather than degenerate
form of the Morris.

About the Tradition

Some of the oldest records of the Morris
Dance come from the Welsh Border
Counties of Herefordshire, Worcestershie
and Shropshire. In 1609 a side of twelve
dancers performed at Hereford Races,
accompanied by four Whifflers (crowd
controllers) and two musicians. Their
average age was said to be 103 years. In
1652 a team from Broseley, in Shropshire,
caused a disturbance at an alehouse at
Nordley. In 1614 the inhabitants of
Longdon (about nine miles east of
Ledbury), entertained themselves with
May Games, Morrices and dancing upon
the Sabboth day in the Summer set aside
for such purposes. A team were expected
in Shrewsbury, especially at Christmas
and in the Summer, sometime earlier than
this.

It would seem from this and other
evidence that the Morris Dance was fairly
widely performed in the area, in the
Seventeenth Century, at Christmas but
perhaps more so in the Summer.

The Form of the Dance

In the late nineteenth century and early
nineteen hundreds, the Morris Dance, or
Molly Dance or “Ndfo’ Joeing” as it is
known to some living informants, was
widespread throughout the old English
areas of the three counties. It is from
these sources we get the form and figures
of the dance as it is performed today.
Most of these records speak of the dance
being performed at Christmas, and there
is ne-doubt that it served as a useful
source of extra income for the
performers at the festive season.

The dance seems to have originated as a
longways set (Two rows of men), although

14

several collected performances, like those
at Brimfield, in North Herefordshire and
Bromsberrow Heath, near Ledbury were
in their latter days performed in a single
line.

The numbers of performers has not
seemed to be of great importance. Unlike
most Cotswold Morris dances with sets of
six men, most Border dances were

Morris Dances of The Welsh Border
Herefordshire, Worcestershlre and

performed in longways sets with
multiples of four men often totalling
twelve men in all. Most of the dances are
performed vigorously with short sticks,
the exceptions being the handkerchief
dances from Upton, Pershore and
Evesham and the stepping dance from
Bromsberrow Heath.

REPORTED
BETWEEN

HODNET

GRINSHILL

oSWESTRY

SHREWSBURY

SIGCGHTINGS OF

1800

MORRIS SIDES

AND 1940

® KETLEY
DAWLEY ¢

SSHIFNAL

COALBROOXDALE® °*MADELEY

HOMER
HARLEY ¢ ®

MUCH

STRETTON WESTWOOD
oLbaURY

SHROPSHIRE

BISHOP'S CASTLE
LYosurf NoRTH
ASTON 8N CLUN
o ONIBURY
LUbLow
ELTON®
RICHARDS CA!

S CLEE H

SBROSELEY

BRIPGENORTH

® KIDDERMINSTER
WORCESTERSHIRE

®STOURPORT

\/kumo CARBONELL ABBERLEY
ORLETONe ©BRIMFIELD

SHRAWLEY o HANBURY
OMBERSLEY® * DNIWIGI

GRAFTON l;LYmRD

LEOMINSTER®
WORCESTER » UPTON SNODSBURY
DILWYN ® BROMYARD* WVHITE LADIES ASTONe
: CRADLEY® ¢ D-“;‘rf;lms"ogg
_ EVESHAM
® UPTON UPON SEVERN
o PUTLEY
HEREFORDSHIRE
BROMSBERROW HEATH® , §
RED MARLEY D'ABTTOT TEVKESBURY
St, WEDNARDS
ROSS ON_WYE
FORES Dave Jones
QF
DEAN

ENGLISH DANCE & SONG July/August '86




The Dress

Apart from the Hereford side of 1609,
which seemed to have had a benevolent
sponsor, and one or two accounts of
earlier teams, sides of the late nineteenth
century and early twentieth century,
typically wore white shirts or old clothes
covered with brightly coloured or gaudy
rags. In some cases it gave the effect of a
tightly packed old fashioned rag mat as at
Cradley, in others the ribbons were more
sparsely scattered, as at Upton-upon-
Severn. Sometimes sashes or rosettes
were added. Headwear seems to have
varied from soft hats covered with rags to
top hats, bowlers or none at all.

In the early part of the twentieth
century, some of the teams had discarded
the traditional costume and wore fancy
clothes. An interesting history of the
Much Wenlock side tells us that the
dancers wore tags of cloth on their
ordinary clothes; later, the cloth was
exchanged for paper, which was set alight
by young mischievous lads. Finally tags
were abandoned for fancy dress
reminiscent of circus clowns, and some
dressed as women. A recent informant
who danced with another side at Much
Wenlock reconstructed the costume
illustrated, on the old pattern and was
unaware of any changes to fancy dress.

Blackeried Faces

Many of the sides wore bells, and a
common feature was the black face. A
once more common theory for this was
that the Morris, or Moorish dancing was
brought over by the Moors and hence the

dancers imitated their dark complexion;
but it seems more likely that, if indeed the
word is derived from Moorish at all, it was
used as a descriptive term, with reference
to the black faces. So the black face is
likely to be a much older feature, and if
compared to other forms of men's ritual
dance throughout the world, it fits in with
the general theme of anonymity. In view
of the trouble taken to black the face, and
the hands in some cases, it seems
remarkable that such a feature should still
survive in the Border area. The general
belief seems to have been held locally that
you are not a Morris Dancer unless you
black your face. .

The Music

Older accounts usually refer to one or
two musicians, pipe and tabor being the
oldest form of accompaniment. In the
nineteenth century, however, the
musicians seem to have increased, and in
the area, there are many references to
percussion instruments of various types.
All of the following instruments have
been featured: fiddle, accordion,
melodeon, concertina, tambourines,
triangles, drums, bones, tin whistles, flute,
and pipe and tabor.

The tunes used were usually claimed to
be of no great importance, but several
villages in the South Shropshire and
North Herefordshire area and indeed one
informant from Pershore all refer to
versions of ‘Not for Joe! Singing often
accompanied the dancing.

Where the Dances came from

Nineteenth and twentieth century sides
have been noted before the late nineteen
thirties in the towns and villages on the
map. No doubt some of the performances
witnessed were of teams that were not
from that exact location but also it is
evident that more sides existed in the area
that have not been recorded.

Before the nineteenth century instances
of Morris Dancing have been recorded at
Shrewsbury, Eaton Constantine and
Broseley in Shropshire and at Hereford,
Longdon, Eldersfield and Forthampton in
the south of the area. Little is recorded
and it would be impossible to say anything
about the form of the dance at that time.

(Reprinted from Broadsheet)
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BRIMFIELD MORRIS DANCE

Miss Leather and Cecil Sharp saw Mr Trill's morris men from Brimfield,
between Ludlow and Leominster, Herefordshire, at Orleton on Boxing Day 1909.
Mr Trill had “learned his dancing Chepstow way" but his “morris dancing” at
Brimfield. As far as they knew it had always been done at Christmas, as was
all the morris in the Bordars. “They never missed. People said it was no
Christmas without the morris men”. The froupe were six, four dancers, with
medolian and tamdourine2 men. There was nothing particular abouf tha number,
sometimas they had more and sometimes l23s than six. When there were more,
thay were able t2 introduce Couniry Dance figures info the dance.

in 1308, as the chotgraphs ftaiken by Miss Leather show., the men wore fancy
32, 1 their faces biacked with whifte painted patches, but had no bells
f5. only short thick sticks. These were six to eignt inches
i 3 half inches diametar. The dancars had box hats and the
ian a large naf with faathers. The men s3id tha® they remembered when
tha dancers wore smock frocks. breechas, white sftockings and gaiters with
f s - “Jim Crow" hats after the style of the clarical hat of the
nhey used tc have a separaf2 fool whose tunic and frousers were made

The meicdian player had no fixed music for the dance, polkas were prefered
but sometimes schottiches played rather slow. They used to have a fiddler,
Tom Payne, but hz had played since 189% for the side at Richards Castle, two
miles tc the west. The dancing stopped at Brimfield with WWI.

The dance that Sharp saw was similar to the Four Handed Reel, except that

when the dancers faced they did not “step” but clashed their sticks together.

Set : four men in a line, facing in pairs, i» <2 3> {4.
Steps : simple, but suggest use step-hops throughout without any jumps

NAPPING : 2 and 3 hold their stick in both hands, resting their hands on the
micdriff, and keeping the stick steady during the fapping. 1 and 4 sirike
these stationary sticks from side to side as in “single stick" for eight bars
in rhythm with the music. That is, in generai hitting from right to left on
the first beat cf each bar and from left to right on the middle beat, but
phrasing it overall according to the particular tune played. All step-hop
14/2 step), marking time during the “napping™.

FIGURE EIGHT : siternalely detw2en nappings, i and & dance : 2ight
round 2 anc 3, who remain in their place marking time
1is partnar oy the right and 4 by the left, and [ passes
bath o 2
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i3 dirar*.ion, 2ithar with right arm rouns
ciionz and waving free nand, or facing
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2. “Setting” %o partner to right and left for eight bars. Presumably more
elaborate “steps" could be used and this would make it more compatible with
the character of the rest of the dance.

3. “Link Arms", first right and then left, taking four bars each way.

4. Dr Cawte was told - Right and left hands across, ie a “star”, eight (sic)
bars each way. This is best started by 2 and 3 taking a pace tc their left
away from the middle of the set and | and 4 taking a pace towards the
middle of the set to allow an immediate joining of right hands in the centre.

SUGGESTED ORDER :
Nap / Figure & / Nap / Set /

Nap / Figure & / Nap / Arming /
WNap / Figure & / Nap / H
Nap / Figure 8 / Nap / Swing.

A personal suggestion i3 fc use the arming, hand across or swing to change
places with one's partnar 32 33 to share being on the receiving end!

With mcre dancers available the dance becomes guite different in character.
Mr Griffiths told Dr Cawte in 1957 that they lined up in a longways sef and
es. He especially remembered a “rounds”.

Sources :

1. E M Leather “The Folk Lore of Herefordshire”, p. 130. 1912.

2. C Sharp Mss Folk Words No. 2191, Folk Dance Vel 1 p. 935,
Field Note Book 1210 no. i

3. E C Cawte “Morris Dance in Herefordshire, Shropshire and

Worcestershire"
Journal EFDSS Vol 9 No. 4 p. 147 Dec 1963. Reprint No. 13



A MORRIS AT MALVERN

A R Williams wrote to the EFDSS describing a performance of the morris at
Malvern many years ago. A little short of technical description it evokes
the impact of the dancing. The dancers has learnt from older men for use in
bad winters or in weather when they could not work. They wore heavy boots,
breeches, thick grey stockings or gaiters. Most had a second waistcoat on
top with sleeves instead of a jacket, of knitted brightly coloured wools,
stripped flannel or moleskin, woolen wrappers round their neck. Some had
hard hats, others slouched felt. Two or three had short drab tailed coats.
Round their ankles, knees, wrists and hats they wore bands of coloured
ribbons with strings of bells around ankles and legs. The short sticks had
ribbons on the middle.

1. Walk (strut with feet liftd high) in circle.

2. With sudden change of tune they ran nimbly round in a circle. The tune
changed again, regular intervals being emphasised by a loud aforsando. At
these burts of melody the dancers leapt into the air. The tune quicken
again. Hopping lightly from one foot to the other the dancers twirled round
as they leaped, waving their staves. Suddenly concertina and dancing stopped
with a final loud chord and a crash of the little bells and staves on staves.
The men stood still for a moment as if petrified, their sticks held above
their heads.

3. In two lines, pairs facing. Raised their staves and held them resting
arch-like - slow wailing tune - men slowly clashed their sticks together,
stooped, dibbed at the ground, clashed them together, then leaped into the
air so that their bells rang their utmost. They shuffled a little to the
side with a twisting heel and toe motion and repeated the slow clashing in
the air and the dibbing and knocking together of sticks at their feet. The
mcvements were all slow except the leap and the final clash, but very
precise and determined, thorough and entirely rhythmical. After several
repetitions of these strenuous motions the men suddenly relaxed.

4. A lively jigging measure. Dancers formed up into two rings, one inside
the other, facing opposite ways. For a minute or more they danced round so,
one ring keeping the outside all the while. At a quickening of the tune,
they zig-zagged each man alternately passing in and out before the next one.
As the did so they skipped lightly turning out the tces and knees with a
fling much like a hornpipe. The staves were flourished in the air, thrown
from one hand to the other and occasionally tapped together most often
irregularly but at intervals with a simultaneous crash and stamp of the
feet. Like the previous dances this o ne ended with a jerk as though music
and energy were cut off at one clash.

5. In two lines. Danced forward with quick springing movements accompanied
by plentiful flexions of the hands and arms and legs and feet. Passing each
other the dancers danced forward till they were back to back several yards
apart. At a louder chord from the concertina they all spun round in the
toes, danced toward each other and passed again, repeating this half a dozen
times with a light click of the staves in passing. Marked by only a slight
acceleration of tune, the dance changed so that the men were together in
pairs, prancing round each others, a pair keeping together as partners. This
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Malvern

dance seemed to allow for considerable variation in each couple’s performance
as they hopped and skipped, turned and twined and twisted and twirled, joined
hands or arms in different positions, loosed again, tapped staves together,
danced back to back or side by side and executed a whole galaxy of fancy
steps within the bounds set by the tune of the music.

6. Two lines - no music. Men stood shoulder to shoulder. Setting their
faces sternly they marched towards the opposite line of men. The march was
made with the greatest dignity and hauteur, every muscle strained, feet were
rigid, chins out, hands held up, chest arched, left fists clenched in front
and staves grasped in a tight grip before the faces. At this step the knees
were raised high, the toes pointed and the feet put down firmly. Then
almost touching, the two ranks of men stood facing staring each one to his
vis-a-vis with a threatening scowl. They clashed their staves together once,
hard and loud and in perfect unity, gave one heavy stamp with the right
foot, then assuming a disdainful expression of countenance retreated in
perfect order but not turning using a peculiar rear-kicking step. Three
times this proud and fierce set of minatory movements were gone through,
each half dozen men moving in perfect accord as one body.

7. After this display of masculine bellicosity, the twelve young fellows
threw down their staves on & heap and danced round them. The accompanist
played a lively jig as fast as he could and the dancers went round in a ring
with endless variety of individual motions. They threw their bodies and
arms and legs into all manner of postures joining together in twos, threes

or fours and separating again, excuting as many fancy steps as their wit and
ingenuity could devise. .

Transcribed by R L Dommett

© 1968 R L Dommett



MUCH WENLOCK

There are a number of interesting dances for 6 or 8 dancers in circulation
generically called “Much Wenlock” but with little evidence of being based on
collected material. The dance collected by Maud Karpeles in 1937 and seen

again in

Source

Music

Sticks
History

Costume

Set

e b
s Tne

-
]
(.t(:|'\'_\'l
-
!
BAars /4
2ars 2.3

1949 was very simple.

collected by Maud Karpeles from Baden Minton, a miner, then aged
37 on 30.3.1937, when Mr Minton, as the melodian player, came to
the Raven Hotel in the evening with 3 dancers, two stick men and
a tambourinist, to show the dance.

various tunes, including jigs. The band consisted of melodian,
bones, triangle and tambourine, depending on numbers availahla.
stick 14" long and 4" in circumference, not decorated.

The dance came from Homer a mile away in the 18R(3's. The old
team i3ast came out before WWI and Mr Minton danced wifth them.
He ravived the dancing in 1926 involving workers from the
limestone quarries whare he used to work. They used to come out
first on Christmas Eve and dance from 6pm till midnight. then
again on Boxing Day, and sometimes every day afterwards until
the New Year. They b2lieved the dance was to celebrate the
pirth of Christ. ©Dr Cawte met George Walters on 22.5.57 who
joined the side in 1217 and Nick Reowlands on 22/30.5.57 who
joined in 1897. These dancers coriginally wore tags of cloth on
their ordinary cicthes, then later ths tags were of paper and
finally they went to fancy dress with top hats because the boys
used to set the paper tags alight.

All blacked their faces and hands, and no one wore bells. They
wore any fancy dress, such as that of an Italian clown, King
Jester, and Sambo the Black. Some dancers dressed as women,
which idea Mr Minton said he had introduced. There is a
photograpn of the team in the Shrewsbury Chronical of Friday 5th
April 1935 under the headline “Wenlock Tells the World".

: The dance could be performed by from 5 to & dancers. There were

always two “standards", a bones and a melodian player, who did
not dance.
When 8 in troupe @ there were ¢ stick dancers and 2 tambourine
players wno danced in a set of 6.
When 7 in troupe : there were 2 stick dancers and 2 tambourine
players who danced. and a triangle player who did not dance.
When 6 in trecupe : ther2 was no triangle olayer.
When 5 in troupe @ fhere were 2 sfick dancers and friangle player
wno 4id not dance

2, ouf no fampourine piayer.

set for the dance was either,

S S T S S
(bottom: or (fop) (bottom: or {top) (bortom)
s < T s S
Partners cross ovar, passing 120t shoulders, and take a aaif turn
to thz right t2 face tack
Partners cross back, o ing i=2 houlders to places, and then

arm cnce arcund with ms linzed, to end in place.

19



20

V 2.0

The tambourines are held up and chaken during the crossing. The “step”
during the above was something between a run and a walk. In jig time, the
dancers put in occasicnal fancy steps, such as a cross step and a hockle
step, but only indeterminately. Dr Cawte was told that for part of the dance
they used a clumsy single shuffle as we know for the rapper dance. When in
the streets, the dancers progress slightly in these movements, by making
their track slightly diagonal. They are then headed by the melodian and the
bones.

Bars ©/16 : Stick Tapping : Pariners stand still, facing each other. The
even stick dancers hold their sticks s5till in a vertical
position whilst the odds hit the tips of the even's sticks
altarnately from right to left and left to right with their
tips to the rhythm ¢/ x x x x / and finish with / x . x . //.
The strikers sticks are also held almost vertically and the
tapping iz dons mainly by a movemeni of the wrist.

The tambourine players beat time and the bones playar, who has
hitharts been silent, joing in.

above is reps2aied but the evens hit the odds.

w
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Whole dance continues ad 1lib.

The same men a5 seen by Maud Karpeles performed in 1249 when some were
living at Stretton Westwood as reported by Geeffrey Mendham in “Encounters
with the Morris Dance in Shropshire"” in English Dance and Song Dec/Jan
1953/4 p.100.

“The Westwood Morriz Men, five of them, mef in August 1948. Dressed in
fancy dress mostly modelled on circus clown costume. One wore a tightly
fitting blue costume, wide waisted and tightly banded at wrist and ankle -
carried two pairs of bones. Another wore top hat and tail coat and was
almost immaculate - with a tambourine. Other three in coloured pyjama like
suits. Two has short sticks one foot long - third had a small melodian.

A full team includ d two more stick men. All had blacksned faces.

Four dancers stood in a square 12 feef wide, with musician in middle -
reading sunwise - tambourine, stick, stick, bones - musician played 16 bar
tune loud, fast and inaccurately. Second tune was recognisably as “Three
Jolly Sheepzskins"‘ lar*a’v as at Sleights - this because Sharp’'s “Sleights”
came from John Lacke of Leominster!

During first strain the thre2 in motley moved rapidly rcund each cother in a
serpentine track, apparently arditarily - came cccasicnally near a hey for
threa. S‘-’.ep w2z 2 razid relling walk - as if a nurry to gef somewhersa.
Meanwhile the to: =2d tambourinist movad fairiy silowly anticiockwise
round the e'. and performed 3 variety of polka and rant steps in an almost

erfor
sitting poasition. At the end ':f 2 bars all back o peosiftion, except siick
h

tile va«‘y’ rizidly vertically at arms leng*h. The other beaf it
3id2 with great wvigour, four times In each =f first six bars,

s s2ven and three times in eigth. Tambourine and bones did same
raythm, voth facing away from cenfre, the tones af head lavel, the tambourine

2vel. ALl insfrument: played with extireme vigour. Sequence done

£

a3t knee 1
three or four <imes, stick men change roles each time. Dance ended on
szcond strain. Usually performed at Xmas.

)]
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STEEPLE CLAYDON

Most of our knowledge of the lesser morrises exists because of the industry
of Cecil Sharp just before and after the First World War. Scometimes the
immediate descriptions existing in his pocket sized Field Notebocks retain a
vividness lost in the later formal write-ups found in his deposited
Manuscripts. One such visit was on September 2nd 1922 to Steeple Clayden in
Buckinghamshire. The formal account i3 found under C# Tune 4836 and in Folk
Dance IV p 86-87. The cther half of the visiting team would have been Maud
Karpeles

Sept 8.
Bucxkingham Union after breakfasf, got 2 songs from Robert -wg’x 5 (B3
Talked with other 2id men and learned of a morris at [adford and Steeple

Claydon, alsc of a fiddier Tom Stuckberry at Hillesden zhen cycled to
Steeple Cliayden. John Jennings ¢73) on the road. Plays pxccolo ooth
ways (traverse ani % bec) all sorts of dance funes. Used to go “mumeling”
at Christmas and r2memdered ail the words. Played for the morris and once
danced with them. Told us of John iInwood, known as “Jockey-im", a morris
dancer and a riddlzr and s0n a fiddler. Had a brother Wiiliam now dead
who played and danced s7iil ©
Went and called on Jonn Inwood (77}, a nice cid man. Found him digging
potatces. At once came into his coftage, a pathetically small cne, and took
down a fiddle ‘half size) which he ftold us belonged fo his father's granfer.
After much tuning olayed a versiocn of “0ld Mother Oxford” whlch nhe said was
the only tune they ever played when they danced the morris., probably because
they played it better than any other. FPlayed several other tunes as he
gradually found his fingers which he s3id were too s7iff now %o play as he
used to. He apologized when he began by saying “I can't put it up very
nigh”. I toock down ‘The Cockadr” as well. He said they used to dance at the
Phoenix public housa, country dances efc. He once won a prize there at a
smoking match when h2 smoked in a church warden pipe two ounces of tobacco
straight off, “you cculdn't tell the time of the clock for smoks"

hen I tackled him on the morris. The 6 men who had belis stoed up in a
ile, went through the straight hey {called the “doubl2") to the fune, ending
facing in pairs, i1azZ, 2%4, 5&5. They then clapped, he couldn't ¢
exactly how buf aoparently scmething like the claps of “Shepherd’s Hey” and
: told me later on that aftzr tha i double,

. Tanni

4,..;

“Nona So rratiy’

thay faced 2& 5 baing 5 : ma thay
sometimes used 5 remindad m2 of fhe Worcestarshir: mcrris and like
it danced at Kma then danced the morris 5020 with zreat vitalify,

! ! ng 73 further and highar than we
are usad {0 do anc them very nearly sfraignt, his hiz joints
wondarfully loose fl2xible, He told us Crass was andth2r morris dancer
now living ay Bracclay
W2 then 2f Country fanczs, 2n2 in which
hands acr JCcurad

2]
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In Sharp's Mss, he said “Apparently very like the morris at Ludlow and White
Ladies Aston, evidently very corrupt and more like a reel.” The only such
relevant dancing we know that Sharp actually saw was at Brimfield, so the
comment may have been second hand. It is not a conclusion we would accept
today with our greater data base.

Sharp also expressed the step description differently, “with great agility
and spring for a man of 77, throwing out his legs further and therefore
higher than usual and keeping them very nearly straight, though quiie
fiexible, hip joints weonderfully leoose.”

Keith Chandler has found material that suggests that major differences
petween Oxfordshire and Buckinghamshire morris were recognised by
contemporaries. Whether this was in dance structure or performnace siyie is
unknown.

Sharp has collected a number of “Shepherd Hey" clappings. “None So Fretty"
fo

came from Fieldtown. A suggestion for an interpretation is tc use the Kone
So Pretty formula but touching one’s opposite, not cneseif, in bars 1-2.

© 1280 R L Dommett



JTHER MORRIS” & ADDED COMMENT
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OTHER MORRIS & ADDED COMMENT

Thiz is a retype of my orginal dance mss but withcul the tunes or the
abbreviations and made more readable. These nctes were made available in
the mid 60’s befcre the term ‘“Forder Morris” was coined by Dr Cawte, when it
still appeared that there were simple dances involving heys which were more
widespread than the Cotswold Morris and possibly older in concept.  Sharp
saw a relationship but alsc thought its performance style degenerate

Some of my subsequent notes and comments have been added and are
distinguished by being like this, in italics. Each of the basic “traditicnal”
dances has Inspired numerous interpretations and somé are menticned.

Cne nust not Judg istick of the Cctswelil dance which
after all is oniy one folk tree. Any cusiom is only as
elaborate as iz necessary to L111 the need which cccasions it in its
community. The emphases may be different. A simplicity of szep may be
compensated for by a variety of figure from dance to dance, cr by an
elaboration of costume, even to the peint of fancy dress, or by an increase
in the impressiveness of the noise, either by using a band or percussion
struments such as tambourines and bones. This balancing should be borne
in mind when presenting "“Qther Morris” to the morris world or to the public.

iD
b1}
g
.
=
2
0
=
-
-

The intrusion of country dance elements into the morris outside of the
Cotswolds is largely a myth. Molly dancing includes triple minor longways
dances as whole sefs, and two of the Winster dances are recognisably
community dances, but in general the morris lacks the physical contact, the
partner response and the figure movements, particularly the progression, of
the social dance. It is the experience of most ceollecfors that ordinary
pecple equate morris and country dance music and movements. This and an
ignorance of the existing traditions probably led to this widespread
misaprenension.

THE MORRIS REELS

HEADINGTON QUARRY - Oxfordshire. col. € Sharp and R Kenworthy Schofield.

Music : Kimber’'s tune for *the Mcrris Reel he called “The Bold Huzzar”. He
also used a version of “Soldier's Joy". No handkerchiefs were used

Travelling Step - this was a quief morris step dased on 2 running steps and

a nop. He used the ordinary hand movements, withouit handksrchiefs, but
rather milder in effort than was usual for Headington Quarry.

Reel Step - it is similar tc the staticnary “polka” step of Mcrpeth Rant and
similar country dances. On the first beat of a bar the ball (or heel) of
the free fcot is tapped on the ground in front of the cther foot.
Schofield remarked that the toe was well turned out as it is tapped.
Sharp noted that the legs were well crossed and the toe of the front foot
well pointed. In the reel part the arms are “a Kimbo” (but not in the
Swedish fashion) with the hands on hips, and the fingers pointing to the
front. “For you see you dance with your waist, not anythlng else”

25



Revised Criginal Border Notes vV Z

Reel for Six :- stand with all six facing up. There iz no once-to-yourseif.

.0

A continuous reel is danced twice through (16 bars) started progressively,

the tops casting out and going behind the Znd couple and between the 3rd.

N

i-step-with-toes” (8 bars). rPartners change places
x.y th2 right, using the zame rzel s3%zp 8 bars)
+ L

o

Partners face and ‘re

C
[C

Hey as pefors, twice rot ’5n now on the other side of
Fartners face and ree Partners change
C £

When tha music siarts te thair Ieft and ziart the hey-
B ieft. [ance two ccmplete heys to
ge* 'nac'i( to places and end with Nes. [ facing 2, 2 facing 4. ({16 bars)

on the spoi (& bars), and in the 2th bar Nos. 2

and 3 cnange places by casting tc their right. The next 8 bars start with

The next hey is started by Nes. 1 and 3, 2 and 4 passing oy the right.
In the next reel-st _p-with—toes Nes. 2 and 3 again cast teo their right in
bar & to go back t
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Then repeat the heys and tha2 reei bul with {he reel-step-with-heals.
End with single hey and a jump to finish all facing up.

Reel for Three :- =:and in a line of three facing up.

~ -

A hey for three, No. i casts to the ieft and passes No. 2 by the left.
No. 1 faces down and No. 3 faces up throughout the real stepping, while
Ne. 2 first faces No. I and then in bar 8 turns to face No. 3.

The second hey starts by No. 2 passing No. 3 by the right.

In the next reel stepping No. 2 faces No. 3 first and then No. i,

and the next hey starts by Nos. 1 and 2 passing by the rignt.

The dance ends with a single hey and finishes with all facing up.

I am nct sware of this Jdance being r egulsrlv perf
side except Mary ’

ar t 5 They did some
tepping threughout the dance. In apping the middle
t

man tapped aifernsztely wiih

Three handed dances are a challenge to make them interesting to watch.

The Paradise Islanders and Shropshire Fedlams have such dances. The latter
has been developed further into 5 and 9 men reels. Elsewhere the
performance of versions of the dance appear tc have been infiuvenced by the
various step dancs reels. Another source version, this time collected off a
TV show in the mid 195Q's, was the so called *“East Acton Stick Dance” as
danced by the Cheam Morris from Railway Cuttings.

's



v 2.0 Revised Originai Bcrder Notes

BROMSBERROW HEATH/MITCHELDEAN - Gloucestershire. col. TM.
Music : at Mitchelidean - “Cock O’'the North”, “Flowers of Edinburgh”.
at Promsberrcw - “Three Handed Reel” (EDAS Sept 1979 p 24) and a
version of the Evesham s%ick dancs fune.

r+

Sticks : azcut 20" long and sfou
ailed the THREE HANDED REEL as performed by three pairs of dancers.

of six facing in pairs 1-2, 3-4. 5-5.

iy

Stick Dance - start in one 1lin

All shoulder sticks and walk or “march” a complefe reel
of the tune played ftwize (1€ Tars). End facing in pairs
Then caper vigeorously on alternate feef on the spei, clashing the stick
tips alie mately forehani and backhand cn each s ppr for the second part
cf the tunes played cnce through only (8 bars)
This sequence is done ad lib with the tempo getting fasier 3t each repeat
The leader called “Off! for th2 reel and “Set!’ for the clashing.
Note that there are 12 passings in 32 steps for the reel, inciudin g the
turns at the ends on cnes cwn, and the phrasing gives difficulties to

-

dancers who would expect either 2 cr ¢4 steps per passing, not 2!9.

Stepping Dance - this is as the stick dance in the hey. At Mi:icheidean the
stepping just replaced the sticking. At Bromsberrow the stepping was done
facing the partner for 8 bars and then repeated by the partners with their
backs to each other for 8 bars.

This has proved to some sides to be a great getting the audience to join in
dance. To aveid the problem of what happens when reaching the end of the
line in the reel, the Farnbocrcough Morris have had it danced in a circle so
that there is nc end to confuse the newcomers, nor anything ragical about
the numbers able to join in! CQther teams have develcped the six hand reel
format by adding cther figures and examples have been reccrded frcz Alton
Morris and Hook Esgles.

STEEPLE CLAYDON - Fuckinghamshire. <cl. £ Sharp

Music : Only one tune was played vy Inwood - “Old Mother Oxford”

ing, facing in pairs 1-Z, 3-4, an2 5-5.

[

Clapping Dance - start in a
Dance a straight hey, called a “double”, ending up as at tha siart.

The normal morris step - Inwocd danced with great wvitality and spring for
a man of 77, throwing his iegs further and therefore highsr than morris
men are normally used tc doing and keeping them very nearly straight,
though his hip joints were wonderfully loose and flexible.

Then they clapped in the usual manner as in “Shepherd’s Hey” or “None So
Pretty”. After the second “double” they ended facing thus, i, 2-2, 4-5, 6,
Nos. | and & ncw being neutral.

The dance continues ad libd.

27



23

evised Original Border Notes v 2.0

Stick Dance - they sometimes used sticks inztead f clapping.
Srarp remarked that it was zpparently very like the morris a
wWnite Ladies Aston. This musi bs In ¢

ot
-
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zrms of st vle, not chorecgraphy!

I have not seen anyone dance In the style described.  The handclapping could
include t n.hmg the partner cr clapping movements from children’s games. see

the Cpie’s books, eg “The Singing Game”. Kogue Morris have develcped a two
stick dance with two varieties of tapping. CSthropshire EBedlams and Martha
Rhodens Tuppenny Dish have used & handclapping development for their joint
show rinishing dance called “Old Mother Oxford™.

BRIMFIELD - Herefordshire. col. € Sharp and Leafher.

Music : they used any poika, but zomefimes sch
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rather slow.
Sticks : short, atout 6 to &" long x i%" diametar.

Start with four men in a line facing in pairs 1-2, 3-4. Nos. d
their sticks at the botteom in both hands, resting their hands on the
midriff. Nos. ! and 4 strike these thus held sticks from side tc side as
in single stick in rhythm with the music for & bars. This is “napping™.

~
w
ol

Then Nos. | and 4 dance a "“figure eizht", not a hay, arcund Nos. 2 and 3
wno remain in their place warking time. No. 1 passes his pariner first by
the right and then No. 1| passes hefore No. 4 in going between Nos. 2 and

3. All call "Ho!" before the start of the figure eight and use plain steps
or hopsteps. They follow the same path, 180° out of phase.

Instead of the “figure eight” the dancers can,
i swing in pairz with an arm arcund the frent of the partner's waist.
ii. do continuous sefting to right and left.

This figure is not usually liked today, although scme teams have
used some alternative steppings.
i1, iink arme to swing, first with the rignt and then the left.

following order <orf movementfs

1]
[T}
o
.
oo
D

Vap/figure 8/nap/set/ /nap/figure 3/nap/arm/ /nap/figure 8/nap/swing/ /.

Or Cawte says that there was a3 w2lil 3 four-hands-across. 4 dars each way,
arns most teams include this movement tcday. Typically the =nds move in
and the middles move cut sidewsys to form the star. With more dancers
thev danced in & longwavs formstion end the leader called the figures.

The tapping with cne stick held staticnary at Brimfield and Much Wenlock has
become a characteristic feature of modern Forder Morris. The vulgar
possibilities inherent in the pose are teing explciied in dances such as
Shropshire Bedlam’s “Maiden’s Frayer” Scmetimes the two middle dancers can
bend backwards and lean on each other for support.

Most Border Morris sides have a variant of the Erimfield dance
Developments are “The Big Ship” danced bty Shrcpshire Fedlams, dancing with
two zets making a cross as danced by Rogue Morris, and using stepping
instz3d of sticking as danced by Martha Rhodens.



voo0 Revized Original Border Notes

I suggested that the dancers change places with their partners in cne of the
urning figures sc as to share the battering.

The most extreme development of the EFrimfield dance was a cecnversion to a
dance for six from the Faradise Islanders.

THE WORCESTERSHIRE MORRIS

THE WORCESTERSHITE HEY FOR EIGHT

Mot suprisingly there iz more than cne weay to cance 3 reel or hey for eight
The interpretation of 7le:t»_=a‘ dance material often depends co puances of
the wording cn the a;:uvpt that the authcr actually meant it precisely

The possibiitiss to be ceonsidered are
al reel of four, starting facing in pairs, . < > <« and passing right
shoulders first.

kY reel of four, starting by all facing up, < < ¢ <X, and Nos. | and 3
cast back to their right tco pass the dancer behind bty the right
shoulders.

c). complete progressive reel of four, starting with the top dancer facing
down, > < < X, wnere dJdancers join in as they are first reached, and
the set changes from the order ! 2 3 4 tc 4 3 2 1 and back again.

d).  incomgplete progressive r=el of four, where the bottom two dancers do not
dance the full path, the set changing from the order 1 2 3 4 tc 3 4 2 !
and back again.

e) all the above are reels with three loop figures of eight. It can alsc
be danced as a two lcoped hey, like a three hand reel The hey starts
with the ends turning in and the middles moving out to go round their
nearest end, and dancers pass the centre In turn.

UPTON ON SEVERN col. M Karpeles and R Kenworthy Schofiela

Theae two dances have been danced gquite widely.
otsweld sides. ;

:—g Chingford, &

Stick Dance

Music : hornpipes, “Brighton Camp, Yankee Doodle, Keel Row” pliayad in 1925,
M. Karpeles cheose tc publish a Newfoundland jig tune fcr the dance.

Step : only Joe Griffen of the side did anything like a systematic footing.
He did something approaching a morris step. He held his feef a
little distance apart and had his legs very bowed. In the 4/3 step
he would swing the free foot across the supporiing lag on the 4th.

Figures

MIRRIS - a whole rounds clockwise

BACK-TO-BACK PASSING RIGHT (or LEFT) - partners dance a singie back-to-
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back in 4 bars, passing right dor left) shoulders first and then
dance-in-position for the remaining 4 bars.

es-to-the-right”, Nos 1, 2 and 4 4o a hey ireel) for
t

\
passing No. 1 by the lef

threa, No. 4 firs t. The ends do not turn
out to start. Nos £, 3 and § alsc hey, Ne.d first gassing Ne. 6 by
the left. The reels are done across fthe fcp and the botiom of the
set. The middles return tc places oy going round 1he corners places.
SIDES - & hey for three on sither side, the top ccuple firsi ocassing

Order of Movements :-

Once-to-yourselit - nc movement.
Morris.

Back-to-pack passing right
Back-to-back passing left.

Three Top.
Sides.
Morris and All-in to the centre.

Partners clash their sticks together at the beginning of each evolution
rather than at the end.

Because the dance is done so widely it has developed 3 number of interesting
new features, some of which are :

1. Turning the long way, all or just the evens, clockwise, to go into the
wheole rounds.

2. Futting the stick, sloping down, pointing into the middle for the
whole reounds.

3. Holding the back-to-back halfway through befecre retiring to place.

4. Adding a cross-cover-&-back figure, and clashing 3s partners pass.

5. Dancing a large and wide loop teo the left before dancing-in-positicn.

6. Doubling THREE TOP by adding a *“middles-te-the-left” rereat.

7

Making the loops in the heys wide and coming Iin where appropriate t
teing shoulder-to-shoulder.

O

Chorus - betweer “Sticks and Dance in Fosition”.

o)
[11)
o
[p]
o)

-
"o
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™

D
.
ot
3
=
1]

Partners strike sticks from right to left at the teginning of each bar
hitting tips and butis alternately for & bars, siepping ail the time.

2]

Dancers make a quick whole turn left about {(anti-clock? inen dance in
position facing partners without stick tapping.

I like a *“push” forward of the butts and a “chop” of the tips.

Some teams vary the stick clashing, standing still and using,
(@) hitting tips to the left and butts to the right in each bar,

(b} holding the sticks at both ends and clashing the middlss c¢f the sticks
to form crosses,
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(c} hitting tips alternately high and low swinging the stick around
anticlockwise, like a windmill
The newer versicns alsc make the sticking and the lccp last 4 bars cach
and repeat it through again for 16 kars in all

Emily who had danced in the side, insisted that they had ZJanced with eight.
It does not present a problem except for THREE TOFS which beccme FOUR TOFS,
where the upper middles dance a reel of four with the tcp couple and the
lower middles dance with the battom couple.

wepshire Eedlams dance their version as ‘Half a Farthing Candle” A
development for eight has been danced az “Barley Bree” Ly the ¥est Somerset
i

Handkerchief Dance

Music : jigs - “Bonnets So Blue” was used in 1925.

Step : a sort of running step except when dancing in position when 4/3,
4/2 or “change, change" was used indiscriminately.

I recommend hopsteps.

Hands : very indefinate, mostly a swing back and forward wiin a marked
upward flick, but other variants were,

i. arms swung alternately,

ii.  a circular movement in the vertical plane in front of the tody made
alternately with right hand anticlockwise and left hand clockwise
noticeably in the heys,

iii. a figure of eight with both hands moving in parallel Zirections,
iv. a “dip-down-and-together” as at Adderbury.

A form of the dances with specific hand movements has now gct currency but
it owes little to what has been ccllected. One problem is that it uses hand
or arm movements that were not current when the dance was ccilected!

Order of Movements :-

Once-to-yourself - no movement.
Morris.
Dack-fc‘—back passing r
Back-to-back passing 1
Three Top - done twice Mrou,m
Sides - done twice througa.
Corners.
Nos. 1| and 6 move toward each other and face whilsi Nos, Z and 4 face
and 3 and 5 face. This turns the =et fthrough 45 deg. CSianding thus
dance in po 2

~

sition for & bars. Now with Nes. 2 and 4 as lsaders,
Back-to-back passing rignt.

Back-to-back passi g lerft.

Three Top - done twice through.

Sides - d«*nﬁ twice through.

Morris and All-in. facing the centre.
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ifficulty with the change of crientaticn in “corners”
y soluticns trizd. My sclution was to combine it
t of back-to-backs

The distinctive THREE TOF movement could be the basis of cheorus movements,
as hzif of the evoluticn could replace 3 half hey, in 3 chorus- .v—!’:e.?f—hey
structure

EVESHAM col. by I Hargreaves

Music : own tune “made up” by G2orge Collins of Evesham

Set : of ten men, five a sidae.

Sticks :@ short, held at bottom, and deccrated.

Steps : hopsteps, knee raised, foot not kicked forward, perhaps start with

the right foot.
Stick Dance

Al - Parmpra hit sticks, all right to left, rhythm /x x x - 7/

Bl - Hopstep on the spot facing partiner.

AZ - Hit sticks as Al

B2 - Cross over, turn and appreoach, taking 6 bars, and then hopsten on the
spot facing partner for 2 bars, now con oppesite’s side.

A3 - Hit sticks as Al.

C - Transfer the stick to the left hand and the handkerchief to the right
and all face round the sef to the right sc¢ that the sticks are in the
middie cf the set. Using a hopstep dance on spet for 2 bars then
off round the circle anticlockwise waving the handkerchief from the
wrist, singing “Fanny Frail”. At the end fransfar them otack again.

AL - Hit sticks as Al.

Ad 1ib from Bi.

Sing : “Farewell, Farewe

11 W

11,
For I met my littie Sally, at ‘the cerner cf thz al 2y
With my rump a <Sump a doedlz dum a day.”

Shrcpshire Eedlams have 5ddea' a walist swing to the cross covers, and included
a cast down the centre to reverse the set, alsc with a waist swing to end.

Handkerchief Dance
(I nave doubied the length of what is in the MSS)

Music : “Bonnets So Blue”
Step : hopsteps.
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Hands : low wave for 6 ’c-'rs like Erackley at Icw chest level cnce to each
hopstep, then 2 times down frem the wrist, finishing up with 2
circular motions., {wists at head level like Headington

Bars i- @ | Hopstep facing pariner.
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Back, complete, track like Frackley Show-cout.
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PERSHORE col. M Karpele:s.

This is an interesting dance structure, similar tc¢ that remembered by
villagers at nearby E’deor . It does nct match that used by the later team

known as the “Fershore Not for Jces”, who alsc had a much larger range of
figures.

Set eight men, four a side.
Step : hopstep, knee high and no kick forward

Sticks : partners alternately hit tips right to I
for the first 4 bars of every 8 bar phra
..-:'p;- tepping.
Figures: all tap sticks at the end of the phrase as well. In the seccnd 4
bars of each phrase they can do,
i. first, second, and third couples do either half hands or sticks
while the bottom couple go up the cutside of the ser to the top
{or the reverse).
ii. change sides
iii. haif hey down the sides

2ft and butts left to right
se. Dene vigorously while

Fairly o‘c'.’in’.x'slv cther zuch mevemsnts could te inciuded. Informanis knew
there were other figures 1 Ia
between 1i) and iii) as &) In fours's, Jdisgconals creoss and b

, CK.
in feurs. The mss says hey rnot weave. In the repezts cne can chose whe
k . 7 fh
at the time.
A Mr Jones at FPershore told me that they cccasionally danced with
handkerchiefs for a change. Ke showed a dance con the spot movement to
17

replace the napping, hopstep with hands doing circles horizontally at head
level, and toth arms swing tcgether in the figures.

WHITE LADIES ASTON ccl. M Karpeles

The following iz an amalgamaticn of three collected notaticns although it is
likely that those were 33 danced on different cccasions. COne may have cone
from Fershore.
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Set eight to twelve men in two lines

Music a different ‘une was played for each figure of the dance

Step the =s7ep throughout the dance was similar tc the Flamborough step

Sticks for the stick tapping, or “Napping”, and throughout the dance the
£ wear ! 5 The stepping iz continued

partner. Then ii begins with
3, ending with 2 chorus.

Half mey back to place

Stick tapping again.
Figures : assume & dancers.
1. Nos. i, 3, 5 change their stick to their left hand and link up with their

partnerf—‘ putting inner arms arcund the backs of the body and all face
up, presumarly, and do a whole hey for 4 couples.

N

Nos. i, 2, 3 and 4 dance round a circle clockwise while Nos. 5, 6, 7 and
8 continue stick tapping and stepping on the zpof.

3. Nos. 5§, 6, 7 and 8 dance round clockwise while Nos. i-4 stick and step.

4. Cross QOwver, called “Set”, to the other side, turn and face and stick
tapping with the partner on the spof, then cross back to own place and
turn, stick tag ng on the spet with the partner agai

5. Processional Up - each couple in turn processes up the middle and back.
6. Processicnal Down - the above in reverse.

7. ist couple mcves down to the bottem of the set on the cutside of the
set, while the rest tap sticks, cr the pbottom ccuple goes up the outside
to the tep.

& ist coupli2 I2ad:z down the middle, with the rest follewing and the left
hand file turning their partner under their arms, 23 in Country Dancing.
9. Partners swing. {linked elbow, waist or two-handed?)

There is no nzed for the dancers to return to their pilaces for the finish.

Some teams dance the processionals two at a time, or accumulating, 2, 4, 6
and then all 8, or after their turn the couples nap tcgether till the end of
the figure. CSome sides feel uncomfortable with the body contact in figures
!, 8 and 9 and avoid them.

They sang carols and did step dance:s in between dancing.
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Missing from the coriginal set of notations was Fecpleton, which I was shown
by M Karpeles in her papers when I met her in 1560.

FURTHER NORTH

LEOMINSTER / WEOBLEY / DILWYN - Herefcordshirs

in

Set © A stick dance for feour couples (ceol. Leather) or eignt couples
ical. Sharp).

Sticks : short, about & to B" long x 1%" dizmeter.
i, Start facing partner. “Nap" = strike sticks tc rhythm /w-.x-/uocx-/
for i bars ie Z strains.

2. All face up and evens <chassez fo the i1eft and odds to the right (odds
behinc evens?), taking 4 bars across and ¢ bars back. Repeat for 16
bars in ail, to the seccnd part of tune played twice owver.

3. Nap again.
4. Hands across in 4's, holding up the sticks in the disengagez hand. To
the right first for 8 bars and then back again to the lefi for & bars.

Repeat ad inf.

In the 1920’s there was a team of five, two with sticks i6" long, and
one each with triangle, tambourine and melodecn. The first four danced,
“in a circle they crossed over, bowed, circled and hit sticks”.

Martha Rhodens took the idea, did the star for six and added whole rounds
for the figures for “Three Jolly Sheepskins” and “Mad Moll of the Cheshire
Hunt” Alton and Hock Esgles have a modern fashiocn of doing the first &
bars of napping nearly nciseless and the repeat the opposite.

MUCH WENLOCK - Salcp. Karpeles col. frem Baden Minten 30.3.37

Music : “Not for Joe™

Sticks : 14" long x 4" circumference, and undecorsted

The dance came from Homer a mile away in the 1230's. The old team last
came cut before WWI. Mr Min'ton danced with them. He ravived the dancing
in 1926. The men were all workmen in *he limestone c iez wnere Minton
himself used Lo worik., Thay used o come out first /2 2nd dance
from 6pm till midnigh®, then on Boxing Day, and scmetimes evzry day
afterwards till the New Y2ar. It was believed tha nce used to

celebrate the birth of Christ.

Costume : any fancy dress was worn, such as *that of an Italian <lown, a
King's Jester, cr Sambo the Black. Some dancers dressed up as women.
Mr Minton said that hs had introduced this feature. All had Sliack faces.
There were no beils.
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five to eight dancers. Always twc “standards”, ia bones and
melodacn players who did not dance.

Eight four stick dancers, and iwo with tambourines who dance.
Seven two stick dancers, and two tambourines, and a triangle player who
does not dance
Six two stick dancers, and two with tambourines, but neo triangis
Five two stick dancers and a triangle but no fambourines.
On 3G.3.37 Mr Minton with hiz melodeon and three dancers zame io the
Raven Hotel, Much Weniock, and showed Mis: Harpeles their dance
n S S
Top coftom
T S S
i1-4 partners creoss over passing left shoulders and make a half turn
right.
53-8

cross back, passing left shoulders again, to piaces and arm once
round with left arms.

The tambourines are held up and shaken during the arming. The siep
during the above & bars iz something hetween a run and a waik. When
in the streets the dancers progress slowly in these movements, by
making their track slightly diagonal. They are headed by the
accordian and the bones players.

8-16 Stick tapping. Partners stand still facing each other. The
tambourine players beat time and the bcnes man, who has hitherte
been silent, joins in. Waat ihe stick dancers do is that the even nos
hold their sticks still in a vertical position, whilst the odds hit
them alternately from right to left, left to right, tip against tip, ¢
times to a bar and twice on the main beats of the last bar. The
strikers stick is also held in an almost vertical position and the
tapping is done mainly by a movement of the wrist. The above is
repeated but the evens hit the odds. The whole dance continues ad
iib,  In “jig" tunes the dancers put in cccasional fancy steps such &
the cross step and the nockle step buf only indeterminately.

3
w

=

UI

Jr Cawie mef Gecrge Waltersz don 22.5.57) who joined the side 1917 and
Nick Rowlands {cn 29 and 2C.5.57) who joined in i387. The dancers criginally
wore tags of cleth on their :xr:’»mary cinthes, later fthe t ere paper, then
the cloth changed to fancy dress and finaily

ocys used to set them Bi‘lhu. The dancers bl

hands and wore top hats. For part of the dance they used a clumsy <ingle
shuffle, as for the rapper dance, but it was still a cross-over and stick
tapping only dance.

There is a photo of the team as “Wenlock tells the World” in the Shrewsbury
Chronicle for Friday Sth April 1935.
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The ccncept cf twe stick men and two musicians has teen developed in the
“Circle Dance” cf the Faradise Islanders and perhaps influenced one of the
stunt dances of Seven Champions. There were always rumcurs of more Much
Wenlcck figures and many versions have appeared besides those collected by
Dave Jones. Some of the mcre interesting dances have combined the
characteristic stick tapping with the Sheepskin Feys in the same dance.

PERCUSSION INSTRUMENTS MENTIONED

Drum Fersaore.
Triangis Much Wenliock, Lecminster, White Ladies Aston.
Tampbourinss: Much Wenlock, Lecminsier, White Ladies Aston. Uptcn cn Sewvern.

Bones : Much Wenlock.

© 1893 R L Dommett
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THE COLLECTED BORDER MORRIS

This paper was criginally prepared for the RCOTS OF BORDER MORRIS CONFERENCE
organised by the Morris Federation at West Malvern on 23fth February 1992.
The author substituted for Dave Jones who had died nct long before the
meeting. The objective of the vufoil presentation was to cover some of the
earlier histerical background to the recovery of the traditional dances and
10 briefly des<ribe the Ha ces and offer some persecnal insights.

WHERE ARE THE WRITTEN RESOURCES?

E.\z éer morris
ation of any dance was i i3 ther's
pr and others

to some
snich can be found Notes Books
fermer at least Vaucrban
arp House, London index that
t of the contacis with the traditi between the
C ince f papers

T Zha ams Li a small colleciion of iis own, including
some material sent to Douglas Kennedy and cother staff members, which

i dances at places such as Dawley and Malvern.

i ersonal papers were desiroyed by the bomb
Cecil Sharp House during WWIIL.

[
1]
=

e

Alex Helm and
pprformanL¢ mat

»

[{ I

'o“legue made a transcription colleciion of ritual
from which the gecgraphic index puhlishied in the

Journal of the EFDSS drew, and which is deposited in the Folk Lore Society
Library at the University of London. His distributicn map replaced that

ol

¥

picn2asred by Joseph Neednam in the J EFDSS in the 1830's. Of particular
relevance are fhe extracts found in the Crdish Cellection. Unfortunately I
nave found that Alex Heim was not quite a 100% accurate in franscriptions
and identifications of materisl from Sharp's Field Notebooks. ‘Dr Cawte, who
was one of Helm's team, wrote the first major article on the Border Morris
and this alsc was published in the J EFDSS, and included the results of his
own investigaiions and some brief notations.

My own contacts with colilectors and collections led to the c<irculation of 2
stencilied set of notes in the mid 1960's entitled “Other Morris”. With
extra material occasioned by later publications, it was collected fogefher by
Dr Tony Barrand and pubdblished in Vel § of “Roy Dommeit’'s Morris Noies” by
the Counfry Dance Scciziy of America in 19 iy material had been copied
to Dr Lionel Fazon fo be the basis of the forder confent of dbook of
Morris Danci > Alout '.- Fime fhe
Morris wing o Mesr

materiai with interprets
correspondance, most of
Booklet by Dave Jones wi
contacts.

[

:'.A - .
oy Dave mne:, wnxh OCCAasion
has been resolved in the las Ring
as included the resulis of his own more recent

Because there wa:

s some dancing in the 1930's, sometimes by children, it is
still not too late fo

make contacts with old dancers. There has still to be

Al
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a systematic search of newspapers, local collections, especially for
photographs, and of local organisation publications, for example by the WIs.

WHAT DID THEY COLLECT?

Although Cecil Sharp sometimes went off into the blue yonder f{o look for the
morris, on meost occasions he was following up leads provided by friends and
local contacts, It must not pe forgotten that Cecil Sharp was a naticnally
known persenality who had taught music fo the Royal family and had become a

successful touring lecturer on the nn"ﬁl iy and the bHaht English folk
music, complete with concert level st harp saw the

r
morris at Brimfield ived sex team ‘ecbley and was
introduced to fra. 2 morris in the Worcestershire ages. He was
given ths sef of 15 by William Himber znd finzlly visited Steeplae
Claydon after Wi 3 £ places : 1 K

ccasinn” when

he thougnt it would
traditions would

Maud Farpeles had accompanisd Sharp since
and naturalily SR _rte‘ hi; aeauh in
authority :harm.ng concelit of
celiection following 33 which =he

meet dancers or iz :ht to the aftention of tha EFDS and later EFDSS
and dealt with ths correspondance aboui dances. Her pa;
were full of the enccunters with the apparent tail ends
traditions. She m3t 2 team at Much Wenlock and dancers
and received letters giving notations.
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Miss Karpeles is f
on Severn stick dance. T e 2 aen
Kenwerthy Schofield and they tcock a party
Scheol to meet tham They must have been overawed becauss the side had
been dancing befcre and a 5 event and could not normally have been as
bad as the publizhed J EFDSS description suggests.

the Upton

itenham Summer
v

Until the 1950's there were very few people interasted in collecting the
dance traditions, after all they had been told fhat they had disappeared,
there were no accessible mss to know what had been found, and no published
indications of where it might be profiiable to lock, and in the case of the
west midlands no local enthusiasts to go searching. The Travelling Morrice's
annual tours owver the years went through most parts of England and had some
success in meeting dancers in places like the Forest of Dean and at
gromsberrow heathn. But such meefings ware often just accidenis. Where
possible such contacts were fnl‘ﬂwed up by Peter Kennedy, in tha la

znd early £0's thza recording on =3 g
available on his t

contract, and zome 28 {he ma

)
iT
.

Jack Hargreaves maf the swurvivors of the Evesham dance @

years he was in 5 rest home voluntarily with day releases d hl’ odd
behavicur made it difficult tc get on with him. He wrcie to Ralph Vaughan
Williams suggesting that he should arrange the Evesham tunes. When he
visited the library at Cecil Sharp House he sat snd played the piano and
terrorised the librarian intc asking for a male staff member to sit with
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them. He came one evening to the OUMM to attempt to teach the dances and
after covering many pages with sketches, despite the dances being so simple,
and he left them more confused than at the start!

There have been a few other brief contacts. Dr Cawte visited the dancing
areas and wrote up the experiences anfl I met a few people who remembered
dancing and of course Geoffrey Menham met the ex Much Wenlock dancers when
at Stretton Westwood in August 1249, It remained for Dave Jonez to meet
dancers who actually remembered the complexities of the dances.

COLLECTOR'S PROBLEMS WITH SINGLE VISITS

The major con
during z sing
axaminati

the visits we T )
where he first went in 1910 and ti"fa'x again iw 1822, Tha 'inplpr E’order
dances now appear tc have 3
at the time and when more were a’lanle the dance-a wera almoet
sutomatically more comelew. A more recent experience illusirating the
difficulties occured when the Ouxfocd University MM went to meef some male
survivors of Sam Benneft's Ilmington teams from 1906-12. The side had to
interpret what they were iold withoui knowledge of how Sam's sides did the
dances, and they were showing Sharp's recensfructicon of how he thought they
were done as long ago as 1860, Enguiry since has also suggested ihat the
informants may have had less to do with the morris than they claimed.

m

cern with most collectad dance material is that it was gathered
e mter iew period. Cecil Sharp was & master at this but the
s shows that thn nat»rzax r'oxﬂr’ be very dlee"@nt when

£11 the collecting has been in good faith, whatever the inherent weaknesses.
When the OUMM competed at Llangollen they went on to tour in the Derbyshire
villages. At Winster they met women who had danced the Winster dances and
who assured Julian Pilling that they had one using sticks. They taught it
guite clearly and ii is described in Dr Bacon’s book. The more recent
Winster revival has uncovered a compiex history of changes to their dances,
but no stick dance that was ever done by the men.

My own experiences were with casual contacts that always proved difficult to
exploit. A first contact never seemed to be the right moment to enquire in
depth about the sccial background and other details that in other
circumstances would be considered as prying. No one seemed fo know of other
survivors, which now perhaps is not suprising with the knowledge of the rate
of turn over of team memberships. I tried to follow up on other people’s

contacts but no one I met seemed very knowledgable. Perhaps it was my
technique that was wrong!

THE REVIVAL OF THE BORDER DANCES

I taught the mss material at the Advanced Morris Weekends at Halsway Manor
in the mid to late 126Q’s, but I am not aware thai anyone tcok them away to
actually dance them cut. I was invited tc an EFDSS staff weekend to pass on
the dances which were seen as a possibility for mixed team performance for
which a growing need was perceived that could not be met by the Cotswold
Morris, at a time when the NW dances were hardly known.
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Interest picked up encugh to ask me to teach the dances at a first workshop
for west midland teams in Ledbury Town Hall in January 1972 and I went on
to teacn them at Morris Federation workshops. Later there was for me a
fantastic worikshop for Open Morris in the Crypt at St Martins in the Fields.
David Robinson alse workshopped the dances widely, but he alsc suggested
useful extensions and interpretations. This period coincided with the first
publications of articles and notations. Having found some photographs I sent
a Brimfield notation tec English Dance and Song. Dr Bacon drafted a section
foer the Evesham dances but it was excluded from his Handboock at the request
i1 Weortliey whe had an intention at that time of publishing it first
hen Morris Section of the English Dance and Song magazine.

jn}
o
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initially the dances were seen as extras to existing repertoires to be used
i tial circumstances or when there was need fc i2f off some steam. The
iUpton dances were occasionally used as the basis from which to develep a
wiole tradition, when that concept became respeciable.

5 there sparked cff the modern idea of black faces, rag
iacket showmanship, including noise and a degre2 of wildness not
previ cisted with the morris, ied philoscphically as much by the
¥irkpa anyone, even if they c;d nct inftend tc set a fashion.
Alihou v dancers were captivated and wanted f{c capfure the ynique
spirit missed the underlying discipline which made the Shropshire
3edlams, the Molly equivalent, The Seven Champicns, able to hcid their
own with feam: f ilowing the other English traditions.

There are now some black face sides with poorly thought through behaviour

i costumes. Shouting enhances excitement bui does not generate it. Their
55 ppaa*‘ tc lead them to large numbers of performers and impressive
treet presence but without a comparable growth in dance skills. This can
pe seen in the Berder like entries for the annua’ Ritual Dance Compefition at
the Sidmouth Internaticnal Folk Arts Festival. Numbers, ncise and vigour is

3 gubstitute for the skill required by the rules on the basis that

thiz was the fradition. The audience cowers urxlﬂ-n there is humour as weil.
But they are not putting themselves into a traditional situation but
presenting themsleves like a Cotswold display. I alsc detecir a trend towards
the ridiculous, self parodying as do the Sewen Champions, and to arbitrary
chorengraphy like the self proclaimed “Streef Dancers”. Perhape this is their
reaciicn tc an artificiality in what they do.
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The vast growth of the “tradition” is the last ade or so is not the
concern of this paper, although there have been major contributions from
certain individuals, but the creation of dances in the “style” has enabled me
to run annuél all-day workshops just for fun, in which I have not had to
repeat dances yet!

0s8VIOUS GENERALITIES ABOUT THE OLDER TRADITION

The first obwviocus point is how different the no more than a dozen individual
dances are from each other. The variety provides one springboard for
developing new dances. There was a large range of cosftumes between the
teams, even betwean individuals and from year to year. This suggests that
it was a tradition on the cheap, and that the public had no particular
expectations. The usual implement was an undecorated stick but they varied
betweaen teams from 6 to 30 inches long. The music was limited because the
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dances known to a particular team were so few. They had percussion, often
played rather loudly, even at the expense of helping the dancers.

Very little is known of the social background in which the morris fitted.
There is a strong presumption of it having been done by people who had
seascnal occupations and who were likely to be frozen out during bad
winters. This wculd imply that the annual performance couid vary a great
deal. The dances do not require much preliminary practice although there is
some evidence that occasionally teams worked on them for sewveral weeks. The
tours that have been mentioned vary from the odd evening cut te quite long
trips spread over several days. The later may not have been very frequent,
we have to expect the natural exaggeration of folk retelling. The teams
passed the hat for collections, even dancing along sireets and knocking on
the doors as they passed. The morris appesars tc have been enjoyed by their
public but there is no indication of what were the cofficial attitudes
anywhere. That they ware nct revived later for nationsl events such as
Coronations and Jubilees suggesis that they were thought of as begging
customs and not as a part of acceptable local culture in the 20th century.

Some of the dances were passad througn generations, sometimes to daughter
sides at other places and occasionally surviving with children. This
happened alsc with the “Johnny Jscks” at Salishury, Wiltshire. RNo revivals
have however been based in the villages in Worcestershire or Shropshire.

THE MUSICAL INSTRUMENTS MENTIONED

F c M T T T B
1 0 E I A R 0
D N L N M I N
D C o w B A E
L E D H o N S
E R E I U G
T 8} S R L
I N T I E
N L N
A E E
ASTON ON CLUN X X, X
BRIMFIELD X
BROMSBERROW X X X X X
DILWYN
EVESHAM X
LEOMINSTER X X
MUCH WENLOCK X X
ORLETON X
PEOPLETON X X
PERSHORE X X X X X
UPTON ON SEVERN X X
WHITE LADIES ASTON X X X X

N5
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The number of concertina and melodian instruments in use, when compared with
the Cotswold Morris in the 19th century as described by Keith Chandler,
indicates the later period from which the Border Morris data has been drawn,
as these instruments became cheap and readily available by the turn of the
century. The percussion instruments were also those asscciated with the
Nigger Minstrel Troupes which had been wildly popular since fthe middle of
the 19th century and who of course blacked their faces.

ABOUT BLACKING UP

anything to do with the appearance of peopies elsewhere?
strange was always admired as well as being viewed with suspicien. Just
ttitudes to the Gipsies, once known as Egyptians, who
only a few hundred years agoe. Why do we call the

in the mummers plays Nubians, Arabks, Mcocors, Saracens
kinned, but not black, but never have any of the other
varieties of Afros, Asians or Red Indians? Negroid people had been known
since the expioraiions of the West African coast and the siart of the slave
trade but they did not make it into our folk culture untii the mid 19th
century. The pos:zible relationship between fthe dacoration of the West
Country hebhy horse disguises and Africa has hardly been explored. On the
continent, where {olk performers also black up, but where the cultural
experience o©f dark skinned people is different, black faced performers were
often called Devils or Satans. One would have teo explore the symbolism in
medieval theatre to chow if this was an English explanatiocn as well.

Blacking up was even done by Henry VIII and by later court masquers.

However the =arly morris research group did ncot {find blacking the face as an
element mentioned in association with the morris up to a cut off date of
1700. Therefore it was different thread, now unrecognisable, in our culture
at that time.
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There is a commeon worldwide tradition of wearing face masks, both realistic
and representational, which existed in the UK during the Middle Ages but was
generally lcst or prohibited by Tudor times, althcugh there may have been
some local survivors of animal disguises, and this behaviour is still around
today in corners of Europe. Covering the face with a mask, as in the early
theatre, iz less for the disguise as for the chance to have a different
persona for a while. As a disguise it only prevents a person previcusly
unknown from being recognised without the mask. We forget how in the
smaller world of the past everyone was known in their neighbourheced.
Painting the face is a poor man's mask.

Blacking up was dcne by poachers, and perhaps highwaymen and smugglers, who
would be out at night. It was so bad in some parts of the country in the
18th and i9th centuries, such as the Woolmer Forest, that the law accepted a
blacked face as proef of ent. Hence there still iz an asseociation with
being up tc no good.

The Nigger Minsfrel character was created in the early 18th century and was
extremely popular as an entertainent for the masses in the UK from the mid-
19th century to the start of WWI. It soon became a folk entertainment and
replaced or followad the mummers in many places up till WWII, being at its
most popular in the 192Q's. The show was easy to put on, it had a simple
formal struciure built arcund individual rather than group skills, and was
easily mobile.. It needed a leader and end-men and used scngs, sclo dances
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and simple skits. Without more research, it is not clear whether Minstrels
were acceptable because they picked up elements of existing Christmas
traditions like the morris or if the Border groups had gathered attributes
from the Minstrels. There are references to the troupes singing and
stepping.

Colouring the face introduced problems. When it is all cver or nearly so can
be quite frightening to children. Why do pecple find it disturbing? Clowns
have patterned faces. Blacking up can also be seen as racist and scme clubs
have had difficulties with their local police, hence a number of non-black
colour cheices!

WHAT HAVE BEEN THE PFOPULAR DANCES

Within my experience in the earlier days of watching the growth ci modern
Border Morris, the popular collected dances were Upton on Severn, Brimfield
and White Ladies Aston. Note that these were not the simpler cne:z cunce
thought to be characteristic. Others became popular once a well known team
showed a good interpretation of the dance, and now all of the collected
dances can be seen in some form. Availability was the key, as few were
confident encugh to create their material from scratch, after all what was
the tradition?

Gf those dances composed more recently that appeared to be popular in my
workshops were the varicus Sheepskin Hey dances, the simple Valiant Soldier
Tha Paradise Islanders’s Uncle Ned), the clever Mr Dolly exploiting an idea
(South Downs), the Seven Hand Reel (the core of Hunt the Squirrel) and tha
Maiden’s Prayer because of its vulgar possibilities (Shropshire Badlams).
Some dances go down well in workshops hecause of their challenging content,
such as the Morning Star, the Triumph and the Raddled Tup (81l from the
Shropshire Bedlams) but these are mostly too difficult for normal club use.

-

I wonder what has been other people's experiance?
DISCUSSION

This paper is not a history of the Border Morris tradition. .There are a few
place names, dancers and dates known, but few anecdotes and they can all be
found in the literature, but this is of little help in understanding the why,
what and wherefore of the tradition. We know very little about the Border
morris and what we do have would be considered heresay evidence in a court,
as there is extremely little coroborated evidence! However it is very
unlikely that any collector would have fapped what we now recognise as the
core and the appeal of the tradition. They were nof very successiul with
this in traditions where the information was much greater! We must be
careful when comparing across traditions that the Border Morris we have
coincides with the Cotswold survivors not itz heyday.

There iz precious little hard ewvidence fo show that the way the dances are
presented today has any resemblance to the way it was. Probably the concept
of a “show" did not exist for static audiences that lasted 15-20 minutes,
although there is the Malvern description. There are not enough facts tc
form generalisations. Was the Border Morris ever as popular as the Cotswold
Morris? The other mid winter custom the mummers could be very thick on the
ground if there was encugh patronage around.

o1
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A consideration of the overall variety suggests that, as first observed by Dr
Cawte, there are at least three regional types within the Border traditions,
but the evidence is too thin to provide anything mcre than rough regional
generalisations. Such similarities suggest a diffusion mechanism for the
spread of the dances, rather than &n audience driven expeciation of what is
“correct”. Some of the practical problems of reccnciling the diverse
elements of the Sorder fradition have been discus 3&1 by John Kirkpairick in
hiz various talks and writings.

The presentation at the Conference included a map of ¢ : Y

known places of gerformance and a number of illustraticns of costumes based
on the collected descriptions all taken from Dave 7
be found. The variety cof cosiumes was greaf and zp
examples of almost 31l the treditional forms.

The presentation Pndnd with a guick look at the neofaticns of the col
ances, r»clud* g Dave Jones versions for both Muzh Weniock and fhe
Mai an

D er
s K peles Feoplet and the four informanis at White

THE DANCES (1) : MORRIS REELS

By definition nalif a dance’s movemenis are counfry dance reeis or morris
heys, there being subtle differences betwean tham. Possibly the earliasf
representation ¢f one is the painting of the Thames af Richmond with a
of four morris dancers. Theomas Hardy wrofte to the EFDS in the early |
to say that the longways country dance arrived in Dorset when he was a
teenager and thai befcre it was all step dancing and reels. Cecil Sharp
found morris reels at Steeple Claydon, Bucks, Headingion, Oxon and Ilmington,
Warks, mentioned in the Morris Books. He was givem a normal morris sei but
Schofield was teid it was danced in a line of six. There is fhe reai of
three at Upton Snodsbury, Wores, the reel of six at Bremsberrow Heatn, Gloucs
and the reel of four at Keynsham, Avon. Thesw ring the Cotswelds. I wonder
if the norm was the reel and that the morris acquired fhem, as it did s

many other folk activities

Sharp probably thought «f dances in terms of tha historicsl richness
published by Playford. A something-&-half-hey-repeated with simple
movements interieaved is the typical Cotswold and Wercestershire dance
structure, anything else was degenerate. I suspect that the something-and-

reel is the more basic folk form and that the rest is an elaboration.
THE DANCES : AS COLLECTED?

The notation materia
usially it can be as
that could be added
have had tc Ze 311

1 that has come down to s was
sumed that the dances has 2 IO

pted 4o pad cut 3 dance fooa reass
modarn troupes. Dances need a strucfure. [ances fhat
not very satisfying for an audience nor, after many repetitions,
dancers.

Dances done teo their full possible extent, as seems common in the revival of
any English dance tradition, can be very long and lose their audience’s
interest. Modern cides often lack the judgement cf when enough is enough.



BRIMFIELD

NAPPING  FIGURE EIGHT “ho!"  NAPPING PAIRS EET
NAPPING  FIGURE EIGHT “hot!'  NAPPING PAIRS ARM
NAFFING  FIGURE EIGHT “ho!'  NAPPING  FOUR HANDS ACROSS

NAPPING FIGURE ZIGAT “not!” NAPPING PAIRS SWING

o)

> than & - lengways sa2t & 123der <alls : modern variant - iwo iinss crossed

in 192Q0's “in a circle tnay crossad ovar, bowed, circled & hif zficks".

One can add A circie ar rounds i

STINHES aNoZEILT STIIKS B DROSS CVZR

PR — e~

D LLkD rrYail o ALK
nodarn variant - vy o3 doukla oross ovar
HANDKERCHIEF N SATH WHOLD S 2UNDE 22 LiB

Hq
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MUCH WENIL.OCK

troupe sticks tambourines triangle
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top or or pottom
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CRGSS OVER & DACK LEFT SHOULDER ETICKS ad 1ib moving up zireet
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CROSS OVER  ONE STAND & ReST CIRCLE  HEY FOR CAST  ZIG-ZAG PROCESS

same source as Whit
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STICKS : HIT OPPOSITE, NEIGHBQUR, GPPOSITE &

m
=
in
wn

FIGURES : <N SPOT  B2B ACROZS  CIRCLE IN 4's

HANDS ACROSS REEL OF ¢ B2B ON SIZZ

PERSHORE

HalF STILIHS 4 RALF MOVEMZINT

O STLIE & BGTTOM CUOTO TP

A
HALS
ar e
SR QRS
CIFCLTS S=T ROTATES SOUNT DERCIITZ X

HANDT DUND




UPTON ON SEVERN

Ther has been a drift away frcom the Karpeles description, adding a cross
over and large loops, and a variety of stick tappings. Attempts have been
made to use the range of hand movements and steps observed in what was a
rough perfrmance. It has been the basis of whole new traditions. Emily
insisted that the stick dance was for &. The problem with the direction
change halfway through handkerchief dance leads to many soluticns.

UPTON SNODSBURY

A three handsd rz21 with heys and stick tapring. ['id some kind of siepping
tarougnout the dance. For the siick fapping {he middle dancer tapped
: { &

5 t them. Dr Cawfe found that
Sheepskin FHey" arcund three hafts on the ground.

WHITE IL.ADIES ASTON

t3.  Criginally I suggested taking one as a chorus and using
the rest as figur2s fecllowing Glover’s more detailed notation. But any of

i nre2 szats could be a core of a dance and used as a repeafed
chorus. Also the hints from Fershore Nof For Joes and Malvern suggest, not
suprisingly, that the repertoire of other mavements could be large.

STICX  STRAIGHT =EY  INSIDE CAST & TURN UNDER

IS PROCESS LOWN % ROUNDS  STICKS PROCESSE DOWN % ROUNDS TO PLACE

STICKS & CHANGE ZIDES STICKS & CHANGE BACK TO TGO B

¥ CHANGE ZITEZ STICKS & CHEANGE DACK TOF REZT STICK
¢, 3ource GLOVER (16 bars each movement)
CHORUS D% oHEY X
FIGURES ¢ LINKEZD HEY PROCESS IR ROUNDS & STICK & DACK FROCEDZS DOWN
& ZTICAS 4 CROSS 2AClr & STICKS
iians X e
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REPORTED SIGHTINGS OF MORRIS SIDES

BETWEEN 1800 AND 1940

OSWESTRY HODNET

GRINSHILL

SHREWSBURY © KETLEY
DAWLEYe  *SHIFNAL

COAHLBROOKDALE‘ SMADELEY
HAMOMYER. e  SBROSELEY

mucH wENLOCK
STRETTON WESTWOOD ~ BRIDGENORTH

OLDBURY

BISHOP'S CASTLE SHROPSHIRE

LYDBURY NORTH
ASTON 8N CLUN

¢ ONIBURY ® KIDDERMINSTER

WORCESTERSHIRE

. S CLEE H
by DLOW
ELTON
RICHARDS CA. .\.fA\HFORD CARBONELL ¢ ABBERLEY
ORLETONe °BRIMFIELD SHRAWLEY o

OMBERSLEY®
LEOMINSTER®

DILWYN® BROMYARD®

WEOBLEY ®
CRADLEY®

.
HEREFORDSHIRE PUTLEY

BROMSBERROW HEATH® ,
RED MARLEY D'ABITOT

St. WEQONARDS \
¢ ROSS ON WYE
FOREST
OF
DEAN

w *STOURPORT

*HANBURY
* DROITWICH

CPAFTON FLYFORD

L]
WORCESTER  UPTON SNODSBURY
WHITE LADIES ASTONe

PEOPLETONs
*HE g
¢ EVESHAM

® UPTON UPON SEVERN

TEWKESBURY

©

Dave Jones
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Source :

Music
Steps

Set
Al/2

Bl bar

bar
bar
bar
bar

A3/4
B2

IL.MINGTON BUFFOON

Sharp saw Sam Bennett's side dance a comic Buffoon dance and
commented on it with reference to the Wyresdale dance in the Sword
Books. Bennett gave it to Kenworthy Schofield as a dance in a line
of six and here it is combined with the village revival's
interpretation of the dance which they do in a normal morris set.
Ilmington version of the tune.

single or double steps for the reel, depending on which period of
Ilmington morris is being simulated.

in a line of six, 1> <2 3> <4 5> <6, to start.

Reel of Six for 16 bars, ending in two rings of three, one at each
end of the set, 1, 2 & 3; 4, 5 & 6.
1 on each beat, one person in each circle claps both hands together,
slaps their right knee with their right hand, strikes their right hand
on their right hand neighbour's shoulder, ie going round
anticlockwise, pause.
2 on the first beat, knee the same neighbour up their backside.
3/4 the receiver does it to their right hand neighbour.
5/6 the last does it to the first.
7/8 all get back to their place in the line, perhaps turning round.
(use hop backsteps and a step and jump)
Reel of Six. '

as before but instead of kneeing, make a feint with the fist.

This sequence was repeated ad lib.

The village side has the order of ‘business’ as kick backside, punch the face,
stamp on the left foot, and pull the nose. They end the dance by going into
whole rounds and all-in from the reel



CORNISH THREE HAND REELS

Source : “Troyl II", Seven Cornish Dances by Gans Merv and Alison Davey,
published by Cam Kernewek, 1982. The following is a transcript.
Steps : setting and travelling steps.

This is a name for a type of Cornish step dancing performed by a limited
number of people, not necessarily three. All three hand reels have some
things in common: they are all danced in heavy shoes to lively reel tunes,
the step is quit complex but the pattern of the dance itself fairly simple.

These dances were most commonly done in a farm kitchen or similar situation
where on a stone flagged floor the scoots (or as they are called in West
Cornwall - Qs and Toe plates) must have made a terrific noise especially
when, as was traditional, the dancers marked the end of the musical phrases
with a heavy stamp step.

In his idealised tales of Celtic Cornwall Bottrel writes in 1870 of a reunion
where they “....sang old men's songs over and over, they dancd hornpipes and
three hand reels, Margaret showing off many of the steps for which she was
famous in her younger days”.

As to the music, the tunes were often more important than the words which
were frequently nonsense or simply a form of mouth music. At the time of
writing the tunes would all appear to have been in reel time which is less
common that polka or hornpipe rhythm in Cornish traditional dancing. The
tune shown has become known as ‘the three hand reel'’ and is in fact a
variant of a popular Scottish reel.

One elderly gentle man we talked to went from farmhouse to farmhouse with
his friends during the festive seasons and danced these reels in exchanga
for access to the cider barrel. This would seem to have been common
practice within the mcerland farming communities up until the Second WW
Nineteenth century written evidence cooroborates remarkably with information
gathered from oral sources as far apart as Penzance, Boscastle, and Looe.
Although more detailed accounts have been given to us from individuals
living in the North of Cornwall this form of dance would seem to have been
widespread throughout the Duchy at one time.

This is a dance for three people standing in a line. The step is as follows:
Step forward onto the right foot, hop on this foot and at the same time
bring the left leg forward with the knee straight so that the heel of this
left foot strikes the ground level with the toe of the right foot. Repeat,
stepping forward with the left foot this time.

Calling the three dancers A, B and C, the dance begins with A and B facing
each other, C facing B's back. A and B passing each other right shoulders
commence a reel of 3 which continues for 16 bars to finish with A in the
centre facing C. A turns to face B and they set to each other for 4 bars. A
then turns around to face C and they set to each other for 4 bars. The reel
begins again from this position, A and C passing each other right shoulders,
this time C will finish in the centre. This pattern is repeated 6 times in
all, thus every dancer has done the dance from every position twice.

© 1982 Cam Kernewek 5'6



KEYNSHAM CHRISTMAS DANCE

From : collected from William Neal of 58, Temple Street, Keynsham, Somerset
by James Maddiscn Carpenter about 1930. He had learned the play
from his older brother 50 years previously, who in turn had learned
it from older boys.

Steps : walk, skip-change step, plain capers.

Stick : each dancer has a long morris stick, equivalent to a mummer's
“sword”, usually carried resting on the right shoulder.

Set : four in a line, facing the centre, 2> 1) {1 <2, with a wider gap
in the middle at the sfart.

Source Material,
Handwritten Text.

“(4 reel arcund twice - 2 dance by themselves)

2 1 1 2
Two ‘ones’ walk past each cother on the right (first tune) tapping
swords from right to left and second mans sword from left tc right,
passing behind No.2's, always turning towards stationary men. Fosition
1 2 2 1. Then two's go through the same figure, chaning position
back tc¢ 2 1 1 2.
(second tuns) Then ‘ones’ dance through same figure, clashing swords
as before, as they reel. Fosition 1 2 2 1. Then twos repeat
dance, bringing position back to 2 1 1 2. Then 2’'s face about and
dance and sc the dance ends with two couples facing each cther.”

Typed Text.

“Dance - reeling iIn fours.
Men lined in groups of twos, cne behind the other. Two first men
advance, clash swords, pass each other cn the right, clash swords
backhandedly with cther men as they pass. At the back, turn left, line
is reversed. and the two last men, becoming first, go forward as
before. Do this step twice. Then inside men turn round and face men
behind, othaer two standing waiting. The four advance and tap swords,
(reeling), than pass on and tap backhandedly with others, as before.
(Only four dancing).”

Why there are two taxts
5

is unknown. The handwritten cne is untypical of the
rest of the collaztort 3

It may be derived from a Mr Creasa.

In some known dances it is obvious that the dancers did the repeats with
increasing elabeoraiion without it being reflecied in the collected notation.
A3 a principle this feature will be assumed for these dances that would

otherwise be very simple. Ferformers are free to dance them how they wish!

A1/2: Walk and Ciazh : Tha first dacision is on when tc clash. It could be
on the firs: step, which dues not lef the dance rlow too well, or the
last step, which makes the change info the following movement rushed,
or the thir2 step, which here is recommendad as a gocd compromise.

On 4 walkinz

]

5 steps the i's approach and pass right shoulders, hitting
stick tips frem right to left (forehander) on the 3rd step. They then

57



5%

AS+:

approach and pass the 2‘s by the left shoulders in 4 walking steps,
hitting stick tips from left to right (backhander) on the 3rd step, and
turn to their left to face back ending in the 2’s position. The 2's
stand still during the lst clash and then step forward intc the 2nd
clash only on the last step. While the original l's stand still, the
2's now do what the 1I's did, until the line is reversed. Repeat all
this to place, then the I's turn on the spot on the last step to face
their own 2’s.

Stick with the cne facing, 1 with a 2, plain capering on the spof and
hitting tips alternately from right to left and from left to right.

Reel of Four with a skip change step, with no handing or sticking.
End in the same positions as at the start.

As Al/2.

Reel of Four - for each change, hit the one facing twice, right to
left, and left to right, on plain capers on the spot, and move onte the
next using two ordinary walking steps.

Reel of Four with skip-change step, clashing tips on the first beat of
each bar as they pass each dancer, the direction of hit &s being
appropriate to the passing. Suggest repeat while speeding up.

© 1990 R L Dommett



MUCH WENLOCK

Source : Dave Jones book “The Roots of Welsh Border Morris”.
Steps : Jogging run.

Stick : 12 inch long, held by four dancers only.
Music : “Yankee Dcodle” and “Tipperary” played very quickly.
Set : 10 pecople, 4 with sticks, others are music, eg. an accordion, 2 with

bones, a triangle or mouthorgan and 2 with tambourines. (Suggest
that a side without so many musicians should have people equipped
with two short sticks which they hit together rapidly, right on
left downwards and upwards)

Sticking : / x x x x / x - x - / ad 1ib, danced by the stickmen, either,
(a) standing cn spot (b) going round cpposite (like whole gyp, pessibly more
than once). (Suggest use choruses alternately)

Figures :

1. Cross over passing left shoulder and turn to the right to face back, cross
back and arm with left once round as pass to end in starting place.

2. One stand still while others dance a circle around them. (Suggest that
this one of each pair of stickmen and the cother four at their end dance a
circle round them and back)

3. Hey for 3. (Suggest done by 2 stickmen + cne cther, like “three-tops”
either/or/or both with the middle pair ‘going to their right' or an end going
to their left)

4. Cast. (Suggest from the ftop, down outside and up cenfre)

5. Zig-zag processional figure. (Suggest ignore in set dance)
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Source

Music
Steps

Set
FIGURES

1. Step
Two

2. Compirte Reel of Four.

NUTS IN MAY — LICHFIELD

derived from the Lichfield mss, Ring Instructionals and filming of
Green Man Morris. One view of the origin of the Lichfield dances
is that a number of dancers from different West Midland places
were brought together and their dances ratiocnalised when the last
Lichfield team was formed. They were reputed to be mostly coal
merchants. The oddest dance is “Nuts in May"” which looks like a
Four Handed dance cobbled together with figures to be consistent
with the rest. This is a suggestion of how it might be done for
four.

ixe “Nuts In May".

dascribed as “caper-caper-swing-&-changse”.

L R, the first being twe springs or low capers,
llni”“auK or drawlng back a 1little, then the right lag is bent
back vigorously, while there i3 a deemphasised hop or body rise and

fall which can not be aveided, then there is a high caper moving
forward to change feet. The body should be upright and not
leaning forward for the leg swing-tack of the third movement. The
nands start from out at side and swing up and ocut a little on step
one, in and down in a large movement on step two, up and cut on
step three and throw out on four.

Scissars Step - nof described in mss but interpreted as cross
left in front, legs apart,

The

legs
cress legs rignt in front and land feet
together, side by sidae. When carrying a stick it is held up abowve
head lavel. Afterwards the arms can be crossed and swung apart in
time with the legs.

the four dancers start in a single line, 1> 2> <3 <4.

on the spot, carrying a stick, in both hands, sloping across chest.
double steps and scissors stepping holding stick up, repeated.
Start with 2&% passing in centre and 1&4 joining

in on the next passing.

3. Complete Reel of Four as (2)
4. Step on the spot, as (1), but without the stick.
CHORUSES

A. PUSH

w

(@]

AWAY STICKS

The centres, 2&3, face and dance two double steps,
and two Lichfield capers, leading off of the right then the left
Thay then advance with sticks neld high, cross them and push e
sthar away, turning to dance back %o the end places. The othar two,
144, repeat, starting as the first pair advance to push away. As ]
2ush away they ‘urn info the fu;lcwing figure and throw their stick

7]
O
e )

o the sida The difficulty in perf{orming the movement comes from
the repetition of the Licnfield caper. I recommend that the zecond
i35 missed and the push away done in its place.
AWAY HANDS
As A, out aidvance and fall onte each other's hands and push away
AWAY FEET
A3 B, but advance and soring into a3 <rouching position, putting the
soles of rizat feet tcgaether and zush away. Each is caught oy the
man pehind

@ 1230 X L Tommets



PEOPLETON

Source : Maud Karpeles mss, loose letter from one of White Ladies Aston
sources, seen at her flat in 1960 when transcribing dances.

Music : “Pop Goes the Weasel".

Sticks : short.

Step : double step with knee raised high, shin vertical.

Set : 8 dancars in two lines.

STICK DANCE

CHORUS

Bars 1-2 Cpposzites nit tips, high r to 1, low r to I, repeated.

Bars 3-4 With neighbours along the sides ditto.

Bars 5-6 as otars 1-2.

Bars 7-8 Opposites hit tips in froni of face as tha2y cross over, on the

“Pop" in the words, passing right shouldars, turning to the right
to face back across the set.

Do not repeat immediately to place, but repeat figure from the wrong side.
FIGURES
Each figure is done twice, first from place and then from opposite.

8 bars on the spot facing across the set to opposite.

Back-to-tack across the sef, both ways.

Circles in fours, both ways.

Hands across (star) in fours, both ways.

Reel of four along the sides.

Back-to-back along the sides of the sef, both ways, Nos 1&2 with Nos
540, Nos 3&4 with Neos 748

OGP W

HANDKERCHIEF DANCE

Music : “Cock O'The North”
Handks : two large coloured handkerchiefs.

CHORUS

Zars 1-4 Stec on spot facing opposifte, hands at sides, wifth backsfep.

Bars 5-6 : ¢ plain capers on spot, with high waves of hands.

Bars 7-8 : Cross-Ower to opposite place, passing right shoulders, with
hopzteps, and turn right to face back.

1931 F L Tommens 61
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PERSHORE *“NOT FOR JOES”

There were several dances, to different tunes, with a stick, sometimes a
stick and a handkerchief, and very occasionaily two handkerchiefs. Neither
the form of sticking or the choice of figures was fixed.

Source : Dave Jones book “The Roots of Welsh Border Morris”.

Steps : Hop step with free foot swung across to be in front of other.

Stick : 18 inch leng by 1% inch diameter.

Music : For BLACK BOY used “Not For Jo=", for MONKEY COCKED HIS TAIL UP
used “Keel Row" alsc used “John Feel” and two others.

Set : 8 dancers in two rows of 4. Dances start with sticking.

STICKING

Strike Sticks : first cne line then the other hits, one handed, right to left
and left tc right {two or four bars each turn).

Double Batting : hit tips right to ieft and bufts left fo right one handed.
Clapping : one side hits while ofther side hoid stick still in both hands.
Always dance and <ing at the same time as sticking.

FIGURES

1. “Circles” : half rounds either way, sficking at half way and at end.

(a9

Set rotates as a whole while sticking.

o

“Longing Shank" : No 7 goes up outside his side of set, turns in at the

top and goes down the centre to No 5's original place. The rest have

moved into the centre to meet (Suggesi half gip - right shoulders)
and retire backwards to be cne place round clockwise (Suggest Nos
1&8 do a 180° turn when in line). (Suggest repeat four times to
reversa sef)

5. “Hands Round” : in 2's or 3's {(Suggest add ninth person such as musician
at top tc make 3 stars

6. “Cross Diagonals" : 5 to be in front of I, 2 in frent of 7, 6 in
front of 3, 4 in front of 5. Path is in front of the others, in that

order. It is not a hay. Repeal or other side do if. (Suggest the

latter tc got 32t dack to starting place after fig 4

i)

>
(v}
D
o
o
»)

7. “Long Cross Qwer”,

2. “Bicyclie Chain" : progressive real from top.

)

S. “Dance Acros:" @ shunt like movement | to 4, 4 1o
10, “Whole rounds” @ 3t the end of the dance.

Cther figures ramembera2d4, {but nof recommendadi

A. In fours, diagonals change and back in turn.
2 “Zack to Back'

There were cther figures not rememo=red, bui they all appear 73 be simple.

One side dance across sat and circle partner 3 times and retire to place.

Gat & L Dommetc



Source
Music
Set
Al i-8
A2 1-8
B1 1
2
3-4
5-6
7-8
B2 1-7
8
2 1980

v 2.0

SKOBO

developed from “European Folk Dance” by Joan Lawson, revised 1955.
The Swedish have lost all their male dances except for the comic
dances, such as Oxdansen and Skobe, which originated among the
undergraduates of men's colleges during the 19th century and which
often degenerate into horse-play. But the men of Dinkelsbithl in
Germany perform Guild dances of a Morris-like character brought
over by the Swedes in 1632,

it has its own tune in 3/4.

for two or four men, with very slow movements.

Four men in a circle, facing in, tcuching their neighbour’s hands
palm to palm, walk 3 steps slowly te the right for one oar,
appearing to be pushing, commencing with the left foof, that is,
the first step is crossed. Stop with an “Appel” or form of stamp
with the whole body going down into the movement of the stamping
foot, which is placed in front of the supporting leg, on the first
beat of bar 2. Loock around as if doubtful of centinuing, or as if
somecne has made wind! Repeat four times in all

Repeat the whole movement, but circling to the left, and making the
Appel very determined!

Let go of hands and make a complete small circle to the right on
one's own, with three steps, starting with the left foot.

Two opposite dancers quickly kneel on the right while their
neighbours stamp their right foot heavily on the ground and swing
their left foot over the kneeling men's heads.

Repeat with the others kneeling and the first dancers swinging
their right leg cover the heads.

All walk round to their right in a small circle and then bend
forward so that their foreheads, or the tops of their heads, touch
in the centre.

All take three sfeps tc make a half turn to their right, bending
backwards to keep their heads in contact. Straighten up.

Repeat Bl 1-7.

Straighten up viclently so that backsides hit and they vigorously
push each other apart. The one who gets it in first spreads the
others abouf!

Repeat ad lib.
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ASTWOOD BANK LONG HO!

Source : film of Paradise Islanders on a New Year's Day
Music : “Oh Sussanan”

‘Steps : hopsteps

Sticks : long, as Upton on Sewvern.

Set

This

2 backwards o the left
n2 middle two pairs
3. imfiaid (?) while the
2as53ing th2 pairs
~
&
3. LO0P
.  CHANGE : face in pairs as af start, dance a partial back-to-back
passing right shoulders buf only zoing arcund three quarters
to faze across the sef which is now in two lines of three.
Back-to-tack right shouldars again., this time across the sat
7. STICKS ACROSS THE SET
e. Loow to the 12ft as 2 but in the new formation
3. BALK : Back-fto-back passing left shoulders across the set 2anding
with th2 dancers inthe fwo lines of three bdut facing 20° to
taeir right, up and down the set. fack-te-back along the set,
passing 2 Zancers oy theleft shouldar and ratiring fto end in a
singiz line of six.
10, STITKING
ii.
12, #EEL OF SIX @ danced [# timas fhrough To ravarss thz sel.
LI ZTIOEING
e LonE
2 in threas, Noso [0 2 sn: 20 fzzo I00% oand S, two
Repeai 2atirae s22Uznce TILD DAtk in placa.
Zod owitnoa STI0E and o3 LOOF
D133 F L Dommeto

6 dancers in one line facing in pairs.

dance is a mix of Upton on Severn and Brimfield.

G'7



BARLEY BREE

Source : film of West Somerset Morris Men at Minehead. A development of
the Upton on Severn stick dance for eight men.

Music : usual Newfoundland tune, also used by Chingford and Albion.

Steps : 1 2 3 h etc but end each phrase in the 4th or 8th bar as
appropriate with a step onto the left foot on the first beat, and
then two stamps, right and left on the 2nd and 3rd beats.

Sticks : long. Start each movement with hitting the opposite’s stick tip
right to left on the first beat of the first bar.

Set : 8 men in two lines.

ORDER OF MOVEMENTS

ONCE-TO-YOURSELF : face partner, hold stick in the middle vertically and in
front of the body as at Adderbury, and do so throughout the dance when
not clashing.

WHOLE ROUNDS 1 : face partner, fall back for 2 bars, dance whole rounds
clockwise, ending facing in ready for sticking with the stamps in bar 8.
STICKS 1 : (a) for 4 bars stand with feet together and clash with opposite,

3 +
/ butts - tips -/
ltor rtol

(b> for 4 bars, clash on the first beat and dance an individual
circle or loop anticlockwise, ending with the stamps.

(c) for 8 bars repeat all this.

BACK-TO-BACK : 4 bars each way, pass right shoulders first half and then
left shoulders the second half.

STICKS 2 : like “Black Joke" Bledington, stand and clash tips,

Bar 1 : partner r to 1 + , right diagonal 1 to r - ,
Bar 2 : left diagonal r to 1 ¢+ , partner 1 tor 3 ,
Bar 3 : partner 1 tor 9 left diagonal r to 1 + ,
Bar 4 : right diagonal 1l to r 9, partner r to 1 ¢« .

Bars 5-8 : clash on the first beat and dance a separate loop anticlockwise.

Repeat all this.

FOUR TOP : first and third pair move apart (backwards) while the other pairs
cross, passing right shoulders and moving a little to the side to be
between the other pair, to go into a reel of four with their neighbours,
passing right shoulders to start. Dance the last two bars in place and
stamp.

STICKS 3 : face opposite and stand still clashing,

Each Bar : high clash tips r to 1 + , low clash tips 1 to r 3 , for four bars,



Barley Bree Vi

arm circling anticlockwise.

Bars 5-8 : clash on the first beat and dance a separate loop anticlockwise.

Repeat all this.

DOUBLE ROUNDS 1 : concentric rounds, the end four dancers go around the
middle four. The outer four move apart from their opposites for two
bars, so that the set become a cross, and then dance whole rounds once

clockwise. The inner four dance around anticlockwise twice. All end on
the diagonals facing neighbours in pairs.

STICKS 4 : sticking as in STICKS ! with neighbour along diagonal. For the
loops/circles in bars 5-8, the ends (1, 2, 7 & 8) make an individual loop
anticlockwise while the middle four do a half rounds anticlockwise.

The second half of the movement is a repeat.
DOUBLE ROUNDS 2 : concentric rounds as above but ending in column formation.
STICKS 5 : sticking as STICKS 2.

HEY SIDES : reels of four along the sides, started progressively from the
top, the two pairs passing right shoulders to start.

STICKS 6 : sticking as STICKS 3.

WHOLE ROUNDS 2 : all tack away from opposite for 2 bars, off for whole
rounds, end facing all up with sticks crossed high in the air.

© 1993 R L Dommett
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EAST ACTON STICK DANCE

From : A Hancock TV show of about 1955, as performed by Tony Hancock, Bill
Keer, and Sid James, dressed in Top Hat, Forest of Dean shirt (like
Beaux) and britches and each carrying a long stick.
Steps : single steps.
Set : three dancers in one line facing to the side {(to audience).
Suggest make it a set of six in two rows of three.-

Al : Foot-up twice to the audience.

Bl : Middle dancer sticks with the right hand dancer, then repeats with the
left hand dancer : (suggest, hit tips right to left and butts left to
right while plain capering, 4 bars with each dancer).

A2 : Reel of Three, the middle going to the right first.

B2 : Middle elbow swings the right hand and then the left hand dancer.

A3 : Foot-up twice as Al - but in a different direction, say tc the right.
3 : as Bl

At as AZ.

B4 : Middle man do-si-do’s the right hand and then the left hand dancer.
ad lib to this pattern, intreoducing new figures at B6 (star or hands
across, B8 etc (rounds for 6 and off) and foot-down on A5, foot-to-
the-left on A7, and perhaps foot-up again on AS.

ALTERNATE FIGURES

Star, but at half way and at end reverse direction by casting out, all
following No.l, so that the order is reversed, and forming a circle a
little to the side of the original star. No.l followed by the others
traces a near figure of eight path that is not a hey.

Star, right handed, and each dancer in turn pops under the arch made by
the other two (without letting go of the star at the ends of bars 2,
4 and 6. The first two can turn the easy way going under but the
last has to do a reverse direction of turn to avoid twisting an arm).
Turn out (alone) to come back and repeat it all left handed.

EAST ACTON HANDCLAPPING DANCE
From : Denise Upton based on the above without sticks.
As above, but handclapping instead of sticking in Bl, B3 etc. Stay with
something simple like r+r, r+r, r+r - / 141, 141, 141 - / etc for 4 bars with
each end dancer.
ALTERNATE LAST FIGURE
Ring, No.l pops under at start without letting go, turns to face centre so

that all have hands crossed in a clover leaf and “basket” round to the
left to end the dance.

© 1920 R L Dommett



LEOMINSTER

Source : sent by David Robinson in 1991, as taught at workshops, not the
same as in Morris Federation Archives.

Music : “Three Jolly Sheepskins®

Steps : combined shopsteps and doubles : / 1 hl r hr / 1 r 1 hl //

Sticks : 18 inch long, clash in rhythm : / x - x - / x x x - / 4 times.

Set : 8 dancers in two lines, facing.

ORDER OF FIGURES

1. CHASSEZ : Face up and chassez to side, the evens behind the odds, 4 bars
each way.
CHORUS
2. STAR RIGHT & LEFT : 4 bars each way.
CHORUS
3. ROUNDS IN FOURS : Each corner of square danced 2 hopsteps & bow on the
double.
CHORUS
4. WHOLE HEY : on the side.
CHORUS & FINISH.

© 1991 D Robinson r-]l
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SHROPSHIRE MORRIS

Source : Abercorn Stave Dancers interpreftation of mss.
Sticks : Short or medium length sticks, one each. Sloped over right

Set

shoulder when nct being used.

Step : either single or double but not both.

Even number of dancers, but unlimited (within reason!), start in a
large ring facing the centre.

FIGURES

(D1 S SN PV V]

All dance to tne centre of the ring and retire to theirstarting places,
dance to the cantre again, and retire conly to form a cclumn facing
oppositas rady for the first chorus.

All face up and Foot-Up-&-Back twice.

All dance a Cross-Ovar-§&-Back, going as far as practical.

A1l face down and Foot-Down-%-Back twice.

Whole Rounds spiralling out to starting radius.

CHORUS ONE - “BEATINGS" - setting up the birds, shooting and celebrating.

ENDS : (a) dance down the middle to the other end in 4 bars, passing the

other end by the right shoulder. Repeat to place after second
part of the chorus.

(b) tops down the middle and the bonttoms up the outside, the bottoms
casting out to start. Repeat with new tops.

(¢) both, casting ocut to start, change down ouiside of the set.

(d} no changing ends, do as resf of set

REST : retire with 4 walking steps, hitting the ground, /x - ¥ -/ x x x -/

apprecach with 3 steps and a spring, hitting the ground /x - x -/
then swing stick back and clash with copposite.

THEN all, including the ends, waist :wing opposites for second part of each

half of chorus

CHORUS TWO - “RATTLING GOOD TIME"

Face across and stick in two rows.

2ar

i ¢ hit diagonally to right backnand, partner forehand, partnar
backhand, diagonally toc left forehand.

hit diagonzliy to left forehand, partner backhand, partner forehand,
diagonally teo right backhand.

~)

3 as bar .

4 single backhand hit of partner, pause, forehand of partner

5 hit diagzonally to lLeft forehand, partner packhand, partner forehand,
diagonally o right backhand.

) hit diaganaliy to rignt backhand, partner {forehand, partner
backhand, diazznally to lefi forehand.

7 : as pbar 3.

3 : single forehand hit of partner, pause, then another {orehand..

o+ po dle/dis po o dr=idre pe op dlefpos - Dok -/

oo pe diod/ér~ pr oo dlesals pe o pe odradpe - opE - /o

oL Diommet

o0
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STEEPLE CLAYDON

Source :

Music

Sticks two

Clash : b
r+r
141
ben
un

The following

ROGUE MORRIS

film of Rogue Morris of Oxford dancing as various times.
“Old Mother Oxford".

sticks used.

sequences are done twice through.

clash
pairs
pairs
clash
clash

both own sticks together in front of chest,
clash right hand sticks togethers,

clash lefts,’

own behind body at waist leval,

under a raised leg.

neutral then they wave in the air instead of hitting.

vV 2.0

If dancer at end of set is

STICKS I / b-r+tr - /bbehb - /b- 1+1 - / b beh b -/
STICKSII / b - r4r r4r / b - 141 141 7/ b un.r b un.l / b beh o -/
Step stephops.

Set six dancers in a long line facing in pairs. 1> <2 3> <4 5> <6.
1. Half Reel of Six. Start passing right shoulders with the one facing.
2. Sticks I

3. Half Reel of Six.

4. Sticks I

5. Half Reel of Six but end facing other way, <1 2> <3 4> <5 6.

6. Sticks I

7. Hslf Reel of Six ending as 5.

8. Sticks I .

9. Half Reel of Six, end as at start, as 1. 1> <2 3> <4 5> <6,

10. Sticks II

11. Half Reel of Six.

12. Sticks II

13. Half Reel of Six but end facing othar way, <1 2> <3 4> <& 6.

14. Sticks II

15. Half Reel of Six ending as 13.

16. Sticks II and % turn to face other way,

17. Sticks II and end.

© 1990 R L Dommett
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A “PERSHORE?"”

Source Iron Men at Sidmouth.

Music

Steps hopsteps.

Sticks short stick each.

Set © 8 dancers, initially in a circle, but mostly in two lines of 4.

This 52 called Pershore dance i5 3 variant of the common “Wenlock” family.

U
u)
<
@€
32
(o8
o
3
(n}
-
=
—
19
EN

ith sticks in th2 cenir2 making a star (basker).

LR s whole rounds witn sticks on shouldars, facing across in har 8

2. S S odds sirixe 2vens who holi thelr sticks sfill in
Brimfiaid/Wenlock 7asnion
ff o & e f/f b f B/ - f - /b f o -/
then evens nit odds in th same rhythm

3. EEY Worzester naye for four, 71203 go befwesen tcp middies, botiom
two pairs turn cut at rth2 pottom, botiom middles following the
bottoms

4. STICKS

5. CROSS QVER : partners pass left shouldars and turn to the right to face
back, waist swing with opposite fthree times round to end in
starting place

5.

7. HEY

8. STICKS

S. STARS first half hands across in fours, turn out at half way, into

iddie star back and end pairs waist swing. '

0. STICYS

L1, REY

iz, STICKS

13. CR0SS OVER

14, =TITK

whole rounds cinckwisa, turning 2wt at tne end and hitii
down onts fhe 1252l who nhas moved int

o)

P
tha centr= of tha set,

I T oaemmam -

o
s
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THAMES VALLEY BORDER DANCE revised

=

Source : Thames Valley Morris ail the Isle of Wight Ring Mesting 1G34.
Sticks : short stick in right hand, handkerchief in left. Fersons actually
i zide always sirike those actually on the even side.
Steps tepheps without pause. Arms swung alternately, opposite arm up

IS

Set isncers in two rows facing.

STICKING : Thoss 2n the Evens sidae  “hold” their stick, with an element of
the “posture”, as in “Maiden's Prayer”, whila those on %the Odds side hit.

The caythm i3 7 o= - x=v - /¢ = k0 - 0 x99 - e = S K3 we w9 -/ tyice

.. Dance on Spot. I nars. Sficking.

2. Dance on Spot, I 2ars. Sticking.

right shouliders, t{wo bars, turn to

3 n gat, two bars,
bars and dance Z bars cn the spot.

ri
Sticking.

3. Half Cross Ovar, pas:
appreoach far 2

[$)]
o
o)

-
Q
i~
"3
(]

Q.
u
"

right hand star, Texas siyle holding wrizf of perscon in
w2 and half times round clockwise to change sidas of

3. In fours dance 3 laft hand siar ftwo and hair times round fo starting
place. S:iitiing

7. Reel of Eight along ceatre of s2f, going in gnt shoulders to opposite
and turning ©o race opposite along the centreline, alternating arm

from the top
and 27f the dance area.




e

WENLOCK

Source : ? the notation will be more certain when I find the source!
Music : Not For Joe

Steps : hopsteps?

Sticks : short?

Set : 6 dancers in two lines.

STICKING : tap 16 times right to left. Presumably one side only hitting, the
other holding stick stationary. Presumably occuring between each figure.

FIGURES

1. WHOLE-ROUNDS : dance round for 6 bars and face opposite for 2 bars.
2. STICKS

3. HALF-CROSS-OVER : pass left shoulders, turn to the left to come back, and
left elbow swing opposite to end on own side.

4. CIRCULAR-HEY : start progressively by passing right shoulders across at
the top of the set.

5. HALF-CROSS-OVER

6. SIX-HAND-STAR : right hand star for 8 bars and turn out and 8 bars back
with the left.

7. CIRCULAR-HEY : as 4.
8. HALF-CROSS-OVER
8. WHOLE-ROUNDS-&-OFF

1 would have had the HALF-CROSS-OVERs end on the wrong side, and had
tnother between figures 6 and 7, also the second CIRCULAR-HEY start at the
bottom. I guess that the source team wanted it simpler.

© 1983 R L Dommett



HROPSHIRE BEDLAMS &
IARTHA RHODENS TUPPENNY DISH
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SHROPSHIRE BEDLAMS

At the Morris Federation “Border Morris - Roots and Revival Conference® at
the West Malvern Village Hall on the 29th February 1992, John Kirkpatrick
spok2 on the origins, development and current state of the associated
Shropshire Bedlams and Martha Rhodens Tuppenny Dish teams which danced in
the modern “Border Morris” style.

ted the Bediams in 1875 and wrofe an article about them in the EFDSS
ine in 1979 which he still supporis.

Jonn mer tha morris at the age of 12 in 1959 with Hammersmith Morris under
Hugh Rippon whe was then in his mid-20's. When he moved to Shropshire he
iocked so something on which to base a morris. He had seen Chingford dance
their davalopment of Upton on Sewvern created by Geoff Hughes. There was the
Dr Cawts article in the Journal of the EFDSS dafining the Welsh Border
Morris in 1953 and wondarful danceable sets of tunes from local fiddlers
that he had found in the Sharp Mss.

Th2 first step was io impose a style on the generally unrelated material,
for example to find a standard step. The less that dancers have to think
about the mechanics of what they are doing, tha befter the dance and the
more they can thinik about what reaily matters. This was novel thought for
its time. The inspiration was Hugh Rippon who had been happy to adjust the
source for the sake of the dance. To be flamboyant it was necessary to slow
down the music to gain the time, eg like Chipping Campden who are open and
spacious but whose dances were nof available for general consumption.
Bampton just got on with it, nothing pretty or pretentious. The morris does
not need words, there should be a magic and mystery abouf it. The more that
you tell befcrehand, the more seems o be taken away from it. He thought
that there were wvery few successful morris fools and his solution was that
all the side is the fool and any one can fool at any time, but they do not
say anything.

The sequence found was 1 hop 2 hop, i 2 3 hop ad lib. The emphasis is a

drop down and kick up behind, not ai all like fthe Cotswold Morris, but with

no fraditional authority either. The bells were on a string at the knee nof
n

r s
in belipads =50 that could not shake the legs fo make them ring as in the
f

Cotswold Morris. It was also the time of the first wave of interesi in
Englizh Counfry Music which showad how to sustain rhythm with simple
maicdias at siow 3paeds

feathers, no rlowers., o give haight.
52 are chneap and demystify wnat is
t t i

[T Y]
@

racts from wnat they are
im jeans and wnit2 pumds or trainers orovide a modern
nal top. They naver appear in public in halr dress as
am guessing. There are bells on the jacket arms.

w it
-

he rest cosition is with the stick on the shoulder bub plenty of

9
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Kirkpatrick Border Morris Roots Vit

uncoordinated waving is encouraged. They do it ail at “full tilt" with
nothing polite about the sticking.

The two sides developed in parallel. It was any early decision for the men
to have the sticks dances and the women to have the handkerchiefs. It was
suprising to him that few womens sides had followed Martha Rhodens siyle

In the early days they had some dances in common and two verisons of the
same dance. The processinal was worked up to be fanced in pairs and it
allows of much improvisation. Steeple Claydon was one of the first dances
done and to the local “Old Molly Oxford” tune and quickly became the final
dance and i3 the only one now for as many as are available. Brimfield was
the first dance in two varsions. The men did it with sticks. The women
used a 5/8 tune and introduced two balance steps, a “heel-&-toe” (with the
heel out first) and a “balance-&-kick" turning clockwise. They called it the
“Three Handed Reel” even though it was for four dancers by analogy with
anothar traditional dance.

Sheapskins was devaloped using the sheepskin hey and figures loosely adaptaed
from the Leominster dance. The hey was done arocund three people rather than
hats. So it becam2 “Three Jjolly Black Sheepskins” for the men who made it
slower and took 24 bars for the npey and “Three Jolly Sheepskins” for the
women who took it faster, 16 bars for the hey. They used the tune “All A
Siden” from a local song book which introduced the phrase Martha Rhoden
Tuppeny Dish and the tune title has become the dance’s name.

Lo

The men did the iUpton on Severn stick dance and invented some words to
“Brighton Camp" which led to the dance being called “Half a Farthing Candle".
It was written for six dancers but can now be done for ten. Most dances
have a verse to sing and the men cften write another. The Three-Tops
figure lead to ideas for rotatinz the sets and a Three Reel was developed
with this feature and called “Speed the Plough”. Bromsperrow Heath was
developad with its particular exaggerated Brimfield like sticking usirg the
tune “Rickett’s Hornpipe” and it was called “Maiden's Frayer” after a remark
from one of the team. Leaning dack for 156 bars is gquite a strain, so is
standing there while the otaer dancer beats the shif out of the stick.

7

The dancas are not derived from pagan or primitive times but
at the pagan and primitive side of human nature, the uncivilised
of us. The morris iz aimeost socially acceptable, C2cause one can gel your
local morris to exoress these fealings for you

ired by

rzadington Morris Reels.

h2shire Hunt" was ins 3
f

spi
irid and the “Blue Eyed

11 of
rhe 2ig Ship" from Brim ger” from White Ladias
Asten.  The Evesnam Stick dance sticking developed from the composed
2ledington Black Joxke sticking bringing in the cons
} i dances

conzaept of tapping with a3
re was dancad fo
3 : pi vy Hill" <not sure’

The women used “Zonnefs So Blus” for its handgercnhist dance. The women

f Lie dances for women

such 33 Abram. 2 ton dance “Lively Jig™
The men did tnha [iain
Smacks 3and DATKE
effect, it wad

Y
N > on' bui added to it After trying simulated
22 kneeinz it was found that it did not have the desired

shouid not prefeni. now They actually do the
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Vo1.i Kirkpatrick Border Morris Roots
slapping etc.

Following the visit to Sidmouth in 1977 John received a letter from Roy
Dommett including other exploitable dance bits. The Oldbury U-hey figure
was worked into a dance to “Morning Star” and the Peopleton “Pop Goes the
Weasel” was developad into “Three Penny Halfpenny Treacle” using a made up
tune “Tuppenny Rice”. They dropped the Three Hand Reel and developed a
version for five with a 4/4 tune. This became part of a growing interest in
dances for odd numbers. There is a dance for nine in a square where all but
the centre dancer does something different in each repeat. The Figure Eight
movenent reminded of the crossings in motor cycle displays so it was called
the “Triumph" to the tune “Shreds and Patches”. It was the cnly dance that
was done to a singla step throughout. A seven in line dance was done to
“Hunt the Squirrel” and a five in a Cross dance to “Getting Up Stairs” with
its hey up the middle and th2 outsides going round. Both were local tunes
from Sharp's collection. A dance for nine women was done called “Churning
Butter” and a dance for four to a version of “Greensleevas” from
Herefordshire calied “Green and Yellow Handkerchief". “Boyne Water” was used
for “Last Night with Archi2” and this introduced the idea of taps on the
women's s0les and heels for the affecf. More racent have been “0Old Towler
gightsome Reel" and “Over tha Moon" a square for eight.

All the teams have contributed ideas, words etc. “Beating the 0ak" had
napping with either hand. “There's No Doubt About It" was a circle dance for
i0 dancers. As Su2 has not danced regularly for 2 or 3 years scme of the
women maks up dances. Creation is part of the life of morris.

it ail feels very organic to nim still. He still has ideas for dances but
there is no rush as there is still a lot of material to get on top of.

“Each feam make:z up its own atmosphere and energy."
Notes taken by R L Dommett

Video was made by Sue Swift
© 19892 R L Dommett
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Kirkpatrick Border Morris Roots V1.1

“SHEEPSKINS” by John Kirkpatrick

Cassette SQZ 125, pub by Sqweezer © 1988, marketed by Topic Records Ltd.

Qther Kirkpatrick writings are more accessible but this was interesting in
its own right.

The tunes on this cassette are among those used by the Shropshire Bedlams
and Martha Rhoden's Tu senny Dish. From their inception in 13873, these two
teams of morris dancers have trisd to ba as original as possidle in every
way, not least, as they were started by musicians, in their music, So, while
a few of the tun2s we use coincida with the cnes you can find in morris
jance insfruction books, most of them don’t.

m

~

eing original in the field of morris dancing doesn't go down foo wall in
oma qiarfor “ne dances of Shropshire, Herefordshire and Worcestars
are generally kncwn collectivelv as ‘Border Morris’, because of the proximity
the
L

u)

o]

f Welsh Bordar., While there is a good handful of complete dances, there
are lots of vagus and incomplete details which could be interpreted any
number of ways. There is no doubt in my mind that Cecil Sharp and the other
great ccllectors and preservers of English folk dancing and music were faced
with no end of choices as to which steps and movements were the correct
ones. If a team of dancers ar all doing slightly different things, is there
any reason to suppose that whaf one cutside observer takes tc be the most
interesting performer may not in fact be making the rest of th2 team cringe
by his eccenfric behaviour? Cr could it be that the unity imposed by
geographic location, and a shared general attitude, was more importani than
uniformity in the dancing?

[y

Whatever your fez2lings aboui the point, the pre-video age proved the
colnssal difficuities of trying to write down dances. Any fwo readers can
reach quite different conclusions from the same description. Your own
interpretation has begun as soon a3 you pick up the book

in our teams, w2 have never ciaimed fc be an authentic representaticn of
tracitional 2ardsr Morris. We anve wusad the fare bones of Bordar Morris
~ ¢ 5

Dances and ciothe3 the2m with cur own flasn.  When we had usesd up what
acknowisdged sourcas ws could find, we jusft made dances up, and, 37%2n, Tha
funas fo g tham.

™
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V1.1 Kirkpatrick Border Morris Roots

I was younger then. Now, after dancing out for over twelve years, the teams
are popular and admired, and if they are much copied, then it is gratifying
to have raused a few ripples on the morris millpond. We hear that the
world's expert on morris dancing has been teaching our material all round
the world and back again. The point has been made. Now we can relax and
get on with the pure pleasure of dancing it.

..Since we began, quite a lot of new information has turnaed up, and continues
to do 350, so that it is now possible to paint a much more detailed picture
of real Border Morris Dancing than was available when we got goimg. At the
same time, there are many groups doing dan-‘e:; from tha area, s2 that there
must now be more versions of Border morris than was remotely conceivable
when the phrase was coined in the earily 196<.'-s.

An articla dascribing in detail the origin and philosophy of the Shropshire
Bedlams - “Bordering on the Insane" - appearaed in the EFLSS magazine English
Dance and Song, Volume 41i, No. 3, in 1979, This has oeen reprinted in one of
the Morris Ring's booklefs on Border Morris.

MARTHA RHODEN'S TUPPENNY DISH a note by Sue Harris

During the early 197Q's there was an upsurge of interest in women’s ritual
dancing. Instruction days were held in many parts of the country, and my
own interest came out of that early need to find a form of dance for women.
With our move to Shropshire in 1873 we wanted to find cut as much as we
could of the music, song, and dancing that was traditional to the area. We
came across all sorts of material, and some of it lay in wait for the right

time, Hence when that time arrived in 1875, I had the chance to start using
ideas that had been rumbling around for some fime.

Although there was no tradiftion o: women's dancing in South Shropshire, I
wanted to use a3 a basis for our dancing something that came out of the
Bordar Morris traditions. There were no written notation of the stepping
used, 50 we were free to devise our own, and from there we started using
figuras noted in Border Morris Dances with our own stepping. I adapted some
traditionai dances to suit or developing style, and then went on to make up
mora, which consolidated our own brand of women's ritual dancing. We hava
gona from strength to strength, and I believe nhave found an essentially
feminine form of ritual dance which satiszfies

througn craative movement.

tna nead o find expreszsicn

SOURCES OF THE TUNES

mixiure of ti sions of well iiti i tunes. We

have uzad many of the tunes coilected from Jonn Locke by Cecil Snarp. Thase
are nousad in Cacil Sharp Hcouse. And on2 or two tunes come ifrom old printed
coilection Many of them were specially r‘omm:pd and most of them can be

found in prmt in ‘'OFUS PQCUS', the music
pudbiisnad by Dragonfly Music, &4 Durban
'PT
IS

83
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Kirkpatrick Border Morris Roots Vit
STYLE AND SPEED

While these tunes are all in regular use to accompany dancing, they are not
necessarily played here exactly as we would in performance. All the dances
of The Bedlams are essentially done at the same very slow speed, in 4/4
time. Martha Rhoden’'s dance more quickly, and have a few danced in 6/8. To
avoid tortuous monotony, different speeds, instruments and keys are used to
present the tunes in a more acceptable format.

from 5 Mill Street, Aston on Clun, Craven Arms, Shropshire SY7 8EN.



~ MORRIS JOHN

Just why is John Kirkpatrick proud to be a Morris
dancer? Ex-Morris person Colin Irwin hears all.

orris dancing, eh? Come on now, no
sniggering! Burning questions of our
time; why is it that whenever any
. body mentions morris, everyone titters
and makes embarrassed gurgling noises. ..
and yet they cheer and clap like lunatics when
confronted by a good morris team outside the
pub on a Sunday lunchtime. Such are the
mysteries of life.

John Kirkpatrick doesn't understand it
cither and if anyone should, then it is he. John
is currently cclebrating 30 years as a morris
dancer, man and boy. It was his first love, and
while he’s done a few other things on the way
- like become one of the the finest squeczebox
players in Christendom, an outstanding singer,
a notable songwriter and Richard Thompson
band stalwart — it remains his most consuming
passion.

“It's the most exhilarating thing I could
ever imagine. I'd say it's given me more
pleasure than anything I've ever done..."

Blimey! He means it as well, So you really
had better stop that sniggering.

§¢ I t's a very powerful, magical thing with

a tangible electric atmosphere. People

who do it a lot get whipped up into this
frenzy and it does create very high feelings.
When everything’s going right you can really
fly — it's sensational!

“See, you have to really work hard physic-
ally and mentally lo overcorae all the learning
stuff. And once you've got over all the thinking
about what you have to do and you just get
right on and do it, then it’s a bit like meditation
with the constant repetition and chanting. It
swilches off your brain and you start operating
on a different level. You don’t dance around
worrying about the mortgage or whether you've
cancelled the milk . . . it's an enormously liber-
ating thing, it's very powerful ... "

So why do people deride it and take the
piss out of it all the time? Why is there such a
stigma about morris?

“I don't know. There's a stigma about
almost any form of folk music. I think it was
George Bernard Shaw who said ‘All English
folk music is either bad or Irish’. People get
embarrassed about it. Maybe it's the stiff upper
lip thing about English people . . . they tend to
be very. restrained and undemonstrative in
large areas of their lives and because folk music
is a very emotional_ thing quite often, English
people can tend to be embarrassed about it.

“There's also this thing about English
people knowing their place — they are not used
to expecting anything, or deserving anything.
It's very frustrating being English!”

Some people feel it's very unnatural for a
load of blokes to be leaping around waving
hankies in the air with bells on their ankles . . .

“Well, it's very difficult for a man in
England to admit to doing dancing of any kind.
If you admit to being a ballet dancer people
pass you on the other side of the street. IUs this
butch image you must have all the time. Yet
when you see morris dancing being done well
it's such a sturdy, masculine thing. It's incredibly
sexy. You do get some teams that mince around
a bit, you know, the old Morris Ring type of
clubs who don't have much imagination and
just churn it out, but good morris is very sexy
and powerful.”

Photo: Brian Shuel

was a mere lad of 12 years old. He used to

sing in a local church choir, and a country
dance club was affiliated to it. John didn't
fancy country dancing (“well, at that age I
didn’t want to hold girls’ hands”) and to get out
of it he went along to its offshoot — the
Hammersmith Morris Men — instead.

“The teacher was Hugh Rippon who was
full of missionary zeal. He got me playing as
well. He stuck a melodeon in my hand and said
‘learn to play that’. | couldn’t have asked for a
better teacher — he wasn’t afraid to bend the
rules a bit and it was all very exciting. A
complete explosion happened in my life. I tried
to find out everything I could about it — I went
to the Vaughan Wiliams Memorial Library
every spare second I could and I remained with
Hammersmith Morris men for 12 or 13 years
until [ left London.”

It beggars wonderment to consider the
general attitude towards morris in those days.
If, in these times of so-called enlightenment the
very thought of morris dancing inspires guffaws,
it makes you wonder what on earth it all
inspired in the early '60s.

“Actually, this was at the beginning of a
kind of re-thinking of morris things. When |
first started doing it there were lots of terribly

It all started for John Kirkpatrick when he

it correctly you can use your discretion . . . but
people forget that side of his teaching.”

are legendary. To dance the Cotswold way

or not. To allow ladies to dance the morris
or not. To wear hats or not. Blood has been
spilled over such matters and there was alinost
a civil war in the Oxfordshire village of Bampton
(one of morris dancing’s most revered centres)
“over the way the morris should be performed.

John K. laughs wryly when asked about the
Bampton splits and other life-and-death matters.
“Yes, it does inspire high passions . . . it’s like
in Gulliver's Travels they had a war over which
end to open an egg.”

An advocate of a modernistic approach to
morris himself, he nevertheless adheres to
certain principles. He doesn't, for example, like
the idea of teams dancing without hats (because
hats were always an integral part of individual
anonymity within a team). Equally, while he’s
enthusiastic about the upsurge of women's
teams, he's against the idea of the mixed morris
teams which are beginning to emerge. Yel he
laughs like a drain at the old habit of teams
slavishly copying the steps of their forefathers
to create a replica of a certain tradition.

His approach became focussed firmly when
he finally left Hammersmith morris and moved

I t's an important point. Morris controversies

well-spoken chaps in sports jackets. It was all “~tg Wolverhampton with his wife, Sue Harris.

done just the way Cecil Sharp said it was done
— they believed that the way he noted it down
80 years ago was the only way it should be
done. And we all used to go to those Morris
Ring weekends. Dreadful things. There weren't
too many women's teams around then, I can
tell you. Now there's as many women dancing
as men.

“People now realise it's a living tradition.
Cecil Sharp himself said he took those he
considered to be the best dancers in the team
and only noted the way they did it and not the
others. He also said that once you’ve mastered

The Shropshire Bedlams

He joined the local team, but felt uncomfortable:
with them without knowing why. When they
moved to Shropshire some time after, the same:
thing happened. After being asked by a local
teacher to show some kids how to dance, hu
decided the only solution to his dilemma abou
finding a suitable team to dance with was to
form his own. And so began the Shropshir:
Bedlams — now acknowledged as one of the
finest dance teams in the land.

“One thing | always felt was that a lot of
dancing was done too quickly. If you dance to:
fast you can lose a lot of the power. [ wanted to

4
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Photo: Brian Shucl

dance more slowly than most of the Cotswold
teams were doing it, so I looked at the information
on border morris and imposed- a style on it
based on a slow speed with a loping step.
There's no justification for it whatsoever in
traditional terms, but it’s just how | wanted to
do it at the time.

“It's not so athletic as Cotswold morris
with all these big leaps — but it's not the kind of
thing you have to give up when you're 30 and
your leg muscles give out. Cotswold morris is
very much a young man'’s thing whereas as a
Bedlam it's possible to appear energetic without
doing it very much! No, we do work hard . . . it's
just a different way of doing it.”

Did you get flak from the purists?:

“Oh yes. I was very anxious for it to be
known that we weren't trying to be a represen-
tation of anything traditional. Some of the
people who claim to be experts were appalled
and rightly pointed out that it's nothing to do
with the true roots of the stuff. Fair enough.
Either you like it or you don’t. I thought it was
an interesting opportunity to put something
new into morris dancing.”

ladies' team, Martha Rhodens, who -

John considers — were taking even greater
liberties. “Sue was very brave with Martha
Rhodens. They decided they wouldn't dance
with sticks and she worked out this very
feminine style that is still extremely lively with
lots of energy. They don’t try and dance like
men, which makes it more interesting."

John and Sue also have four sons and the
eldest two (14 and 12) have both become
members of the Bedlams — something John
describes as “the proudest thing that's ever
happened to me”.

How hard do you have to practise?

“We practise every week. [ can't imagine a
morris team would be much good if they
didn't. To do it automatically you need constant
repetition. It's very hard work — it’s not just
mincing about. You need to be totally confident
in the other people in the team as well — if you
only darce together now and then, you can't
really work together as a team.”

But surely most audiences can't distinguish
between good and bad morris dancing?

S ue, meanwhile, was taking charge of a .

“Oh, you can always tell a bad morris team
because the audience gets bored and starts to
drift away. It's important you should enjoy
yourself when you're dancing — people can
usually tell if you're not. The way we dance is

John K.

ichmond in the 1620s

very free so yes, we get away with a lot of
mistakes, but the better you do it the more you
enjoy it. When I run a practise I like it to be fun,
but I'm pretty strict as well.”

During my own woefully brief career as a
morris dancer before | was banned for threaten-
ing grievous harm to the limbs of various
innocent bystanders, I nurtured some romantic
notion about maintaining some sacred ancient
tradition. This, apparently, is no longer a
popular motivation for the art.

Yes, we all know about the myths of morris
as a fertility rite and a plea to the gods to make
the crops grow, but it seems that these hazy

p) 'WUENSN]Y WEI[IMZIL] :010Yd

day, titled Morris On. Oddly enough, John is
now slighly iffy about both projects . . .

“Morris On actually confused me. I loved
folk-rock. Liege & Lief just blew me away and 1
thought Steeleye Span were fantastic. People
started saying to me ‘Come on, let's do some
morris music’ and I thought ‘Why?’ because I'd
been doing it for ten years anyway. Morris On
was Ashley Hutchings' idea and I couldn’t see
the value of it, although I was delighted to be
playing with the people who were on the
album. I felt at the time that it just wasn’t good
dance music. It was fun doing it, but from my
point of view as a morris dancer it was too fast.

theories are not only becoming considered ~~ But as a career move it was fantastic . . .

irrelevant, they are being re-examined com-
pletely. In the last ten years there's been a
growth in scholarship on the subject that
considers the evidence about pagan ritual has
been chosen to fit the theory rather than the
other way about.

“The evidence itself is very scanty. You
see, morris appeals to a very primitive part in
people which is difficult to express; and when
you have this powerful energy going on, it's
easier to give it some ancient origin rather than
admit that it’s part of you inside that is
uncivilised. I'm not saying that these theories
are without substance, but it’s interesting how
scholarship is now taking a different angle on it
and maybe we should own up more about what
we're like rather than blame it on the past.”

Be that as it may, there are certain burning
questions about which the world deserves an
answer. Like what's the story about the sticks?
Are they phallic or what?

“They could be! Nobody knows any more
because everything is being reassessed. Some-
times they're used like agricultural implements,
sometimes they're used like guns. I must say
that one of the dances that we do enhances the
suggestion that they're phallic!”

And what about the bells?

“The old theory goes that the more noise
you make you drive away the evil spirits, and
the higher you jump and the higher you throw
your hankies, the higher the crops will grow,
and you're cleansing the community for the
crops to grow. The more noise, the more
powerful the magic — that’s the theory.”

oung Master Kirkpatrick has also had a

-I significant role (with and without Young
Master Ashley Hutchings) in propagating
morris dance music. This was done initially
with the Albion Country Dance Band, who
carted with them their own dance team, Albion
Morris (a breakaway from Chingford Morris
Men) and, in particular, a celebrated LP of the

He was even more baffled by the idea of
the Albions taking a morris team on the road
with them.

“1 felt it was a rip-off. I felt that the Albion
Country Band should have got by on their own
merits. And while the Albion Morris put on a
very good show, they irritated me. Not because
they weren't good, but because it was a very
different style to what I was used to and I'd
worked out my own ideas about it all.

“It's also very difficult to be a good fool
[the chap in the team who dances round in a
frock whacking people on the backside with a
balloon or something]. When I see a team with
a fool it usually irritates me because few do it
well. It often coarsens things and tends to turn
into a comedy routine. It's very easy to go over
the top and end up like Tommy Cooper. We
don’t have a fool in Shropshire Bedlams.”

So what's the best team you've ever seen?

“Oh, that’s a horrible question! The best
teams are the ones who've decided what they're
going to do and do something slightly different
to other people, but do it with complete
conviction and grace. When | started there
were the Westminster Morris Men who looked
different to everyone else and danced beauti-
fully and did what they did 100 percent. I felt
the same the first time I saw Gloucestershir:
Old Spot. I think Martha Rhodens are very
good. Also I'm very happy with what we're
doing with the Bedlams. I get so much pl€asur::
from it — doubly so now that our two kids aru
doing it as well.”

So there you have it. Next time you meel
somebody in the street wearing bells and
hankies, don't you dare snigger, OK?

[John K'’s recently issued cassette album of the
tunes used for dancing by Shropshire Bedlams
and Martha Rhoden’s, incorporating copious
notes, is called Sheepskins (Squeezer SQZ 125
and is distributed by Topic. See review in
F.R.68 for more details.]
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BIG SHIP

Source : recorded from the dancing of Shropshire Bedlams at Sidmouth, 1877,
and at Bracknell in 1281. Their interpretation of the Brimfield
stick dance.

Music : “The Big Ship Sails on the Alley, Alley, Oh!" played (ABABB)*ABA.
Sticks : medium length.
Hits : using a one handed hold on the stick, strike tips, right to left,

left to right, in each bar, horizontally with rather wide swings,
while both are stephopping on the spot.

Set : four dancers in a line, facing in pairs, 1) <2 3> <4. At the
start and end of th2 dance the dancers stand upright, feet
together, stick sloped over right shoulder.

The Sz21uence of Mowvements is the following done four times, expact the final
time where there is no figure.

Al Napping - 2nds hit th2 centres who “hold & posture”, i6 hits in all

Bi Figure of Eight - they start with shouting “Ho!" The inactives dance
stephops on the spot. The Bedlams track of the Figure has the ends
Zoing opposite ways around the figure eight. They pass their
opposite by the right shoulder. The ends pass in the centre by the
left shoulder first and by the right in coming back

A2 Napping as Al.
B2-B3 Figure.

The Figures are,

1. Swing opposites. Transfer stick to left hand and waist swing, right arm
arcund the front of opposite's waist, turn in at halfway and transfer stick
to right hand, waist swing with left arm in the other direction, eight bars
each wey. The pairs rotated between 5 to 7 times each way. At the end of
the movement the two dancers have changed places. 20 (1 4> <3,

2. Star. The middie two dancars, 1&4, turn quickly to their right, clockwise,
to face the other way, and all transfer the stick tc the left hand and
shoulder at the same time. Then the two pairs dance forward to be alongside
eacnh other and forming a right hand star, the middle two taking hands as
soon as they are within reach and the others joining in as thay come within
reach. They jumd to turn outf, to the left, anticlockwise, to come back, and
they trans{nr tha stick to the right hand and shoulder at the same tims
7 i p’aues again during this movement teo end 1> {2 37 <4
end two, 1%4, break from the star and dance a 1ocp o
to end in fheir starting piace. The mi dlw *wo, now 2
i2ff hand turn in the cenfre to reach their starting pla
rne mavamant taxgas eight tar:s 2ach way.,

")
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HUNT THE SQUIRREL

Source interpretad from a film of Shropshira Bedlams af Sidmouth Festival.

Music : “Hunt th2 Squirrel”. '

Steps : normal 2edlams stepping.

Set : seven dancers in one line, facing in pairs with the odd dancer
facing up towards the music. m <1 2> <3 4> <5 6> 7

Stick : each nhas a medium length stick.

Facing pairs strike /b - ¢ - /7D
b=backnand, {=forehand

5
o
|
~
S

Nos. 6 and 7, dance

\ 22 third pair, Nos. 3
sfich in; 3z figure aigh’ around the
>ther two pairs, travalling anticlockwise around the top pair and clockwise

around th2 dottem pair, and with the middie pair zgetting back to place by
the end of tha musical parase ready for the nexi movement. No. ! need not
be back fto place till the middle/end of bar | of the next phrase.

REEL OF SEVEN @ & har:z : facing pairs start a reesl of seven and No | joins
to pass No. 3 when No. 2 comes to the top. Dance a full reel

STICKING : 16 bars : pairs stick for two bars, then all furn 180° clockwise
to face the other way and stick with the dancer pehind, the turn taking the
dancers eas:ly into the first backhandear. Keep rapeating this movement while
whe dancers progress up the sef, cne place per two bars. At the start, No.
i, with no cne to ciasn with immediately, casts to the left from the end of
tha real and dances 1o the bottom of the line in two bars and faces up to
ace No. 7 as thay turn. Each dancer at the fop of the set casts to the

t urn during the two bars that they do not have somecne to sirike.

il i3 back at the top, and No. I has the last fwo bpars
L

to the middls of fhe 327 a3 in Onoe-to-

Tais seauani: i oran2ated 3 onumbar o7 timas The Fipure £ight iz wariaed in

A

1
O
3
‘;-3
b
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MAIDEN'S PRAYER

From : film of Shropshire Bedlams on a number of occasions 1377-81.
Music : Bromsberrow “Three Hand Reel”.

Steps : used a sequence of two stephops and a double, ad lib.

Stick : medium length, carried over right shoulder when not in use.
Set : six dancers in one line, facing in pairs, > < > < > (.

ORDER OF MOVEMENTS - each takes eight bars.

1. Reel of Six, once round in eight bars.

2. 0dds Stick. Evens ‘hold and posture’. Odds strike tips with wvigour, right
to left, left to right, four times a bar, 3! hits in all, while siepping. The
swings are long, starting from cut tc the side of their body, with a good
shoulder twist. Both stand still, not stepping.

3. Odds Circle. Evens stand still retaining their posture. 0dds move to
their left, pass their opposite by the right shoulder, and dance right round
all the line of evans clockwise, until back by their starting position into
which they turn clockwise.

4. Evens Stick. 0dds take up the ‘held and posture’ and evens strike.

5. Evens Circle. 0dds stand still retaining posture. Evens move to their
left and and dance right round the line of odds clockwise back to the start.

6. Odds Stick. As 2.

7. Both Circle. A4ll move to their left and dance a circle, more of an
eilipse, round t> place clockwise.

8. Evens Stick. As 4.
Q. Reel of Six, passing right shoulders first.

10 Odds Stick. As 2, but after the 31st strike, end standing tc attention,
stick sloped over right shoulder.
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MORNING STAR

Source : film of Shropshire Bediams on tour at a Bracknell Folk Festivail.

Music : tune of that name from J Locke collected by C Sharp.
Steps : standard Badlams step sequence of 1 h 2 h, 1 2 3 h.
Set : 8 dancers in two lines, sach with a medium langth stick.

Order of Movements :

1
Waist Re
Chorus 2
2
2

Waist Feel down

Chaorues
U-Hey top

U 2. CO 3 (1) 3 00D 00 s LU e (1) 3>
PSR I's IS DI IS N PSRN % IR R T CV I N5 S S

FIGURES :

U-HEY TOP : Progress , 2oth columns face up and start reel by
the top pair, ! i ssing over at the top. It is nof heipful fo think

of it as a circular hey without crossings at the bettom, but it is helpful to
take it as a long reel of eight that has been bent at the middle into a U
shape. The reel continuas all the way round, 30 that ewvery dancer works to
both ends of the “U", passing their ctarting place, and back to piace agiin
PR

finaliy. No sticking n the U-Hey.

U-HEY BOTTOM : Dittc ouf start facing down and cross only at the bottom.
WAIST REEL UP : All face up and link with opposites by putting inner arms
around opposite’s waisf. Hey for four in pairs, with two loops only, ths ftop
pair sharting it progressively 0y casting to their lafi,

WAIST REEL DOWN : Ditto but start oy ail facing down.

CHORUS :

Wor: in unifts of faour @ sticking {or 8 Dars. 2 Rars ranearel four time

JlAag lotoor, LoZixor o fo Lo lotar lx todiagz, r diag, oor oo lofu
caiar ttor, ooroto Loplter, »dizzorot /1 Ziay Lo, oloter.r
diag - "o r pawse S




vV 2.0
SPEED THE PLOUGH
Source : recorded from Shropshire Bedlams at Sidmouth 1877. An

interpretation of the Upton Snodsbury dance. Developed into a Five
Hand and then a Nine Hand Reel concept.

Music : country dance version of “Speed the Plough” tune played AB.
Sticks : medium length. Sloped over right shoulder when not hitting.
Step : usual Shropshire Bedlams sequence.

Set : three dancers in one line all facing up towards the music.

n <1 2 <3
02YS - stationary facing up with sloped sticks.
Dance - there are two alternating movements, repeated six times in all.
1. REEL - A music

The Reel of Three path is a very wide Figure of Eight, the dancers going far
out to the side. The first Reel starts progressively from the top with No 1
turning to their left. Other Reels start with the striker in the middle
turning away from the last person hit. In both cases the third dancer does
not move off until the dancer from the other end of the line of three has
entered the third dancer’'s loop.

2. STICKING & CIRCLING - B music

Sticking : the pair that face clash every hit from right to left in the
rhythm, /' x - x=-/xxx -/ four times through.

First time ¢ 283 stick, No 1 dances anticlockwise ¥ round, moving in to
face No 2 who turns on tihe spot ¥ anticlockwise to face No 1. 2&1 stick
while No 3 turns to their left, the long way, into dancing round the strikers
anticlockwise to end behind No 2. No 2 turns to their left and passes No 3
by the left shoulder to start a Reel of Three across the set, which ends
with No 3 in the centre facing No 1 who is where they were when clashing
with No 2.

Second Time : 3&!1 stick, No 2 dances anticlockwise ¥ round, moving into
face No 3 who turns on the spot % anticlockwise to face No 2. 3&2 stick
while No 1 turns to their left and dances anticlockwise round to end behind
No 3, who then turns to their left, that is away from the person last
clashed, and they dance a Reel of Three along the set, ending with No ! in
the centre facing No 2.

Third Time ¢ 1&2 sticks, No 3 circles, then 183 stick and No 2 circles,
going into a Reel across the set which ends with No 2 in the centre.

Fourth Time etc, follow the same pattern.

Note that the direction of the first clash after a Reel is the same as the
last before it.

q
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vV 2.0 .

ENDING - sticks on shoulders
A. Rounds - instead of a Reel

The last one hit casts to their left into a circle, followed by the one who
had last been circling round and finally the one in the middle who casts to
their left.

B. Turn out from the rounds and form a line facing to the left, dance
forward, shaking the free hand vigorously, turn to the left and dance to
place, turning left to face in the starting direction. Then each does this,
dancing out one at a time, while the others dance on the spot. Then all do
it together again. End feet together, sticks on shoulders. Each forward and
back movement takes two bars, so probably the first is done on the end bars
of the music for the rounds.

© 1980 R L Dommett



TEN REEL

Source : simplified version of Bedlams Dance “Raddled Tup"
Music : a standard tune like “Brighton Camp".

Set : 10 dancers in two files, each with a small stick.
Step : hopsteps.

CHORUS - B music - stick tapping after each figure.
partner r tc 1, diag right 1 to r, partner r to 1, partner 1 to r
diag left r to 1, partner 1 to r, partner r to 1, diag right 1 to r
partner r to 1, partner 1 to r, diag left r to 1, partner 1 tor
partner r to 1, diag right 1 te r, partner r te 1, pause.
diag right 1 to r, diag left r to 1,
diag right 1 to r, diag left r to 1
diag right 1 to r, diag left r to 1
partner r to 1, partner 1 to r, partner r to 1, pause.

FIGURE 1 - all lcop to left around to place counterclockwise on own, and
cross over passing right shoulders and turn clockwisze to right to face back.
All half rounds clockwise to starting place turning a lcop counterclockwise
when there. Sticks. Repeat but half rounds counterclockwise and loop
clockwise at place.

FIGURE 2 - All face up, cast from top and leaders cut across set behind the
bottom pair, lines passing diagonally forward to change sides, passing
alternately, and cast down the outside of the opposite side. Turn in at the
bottom and come up centre in single file. Turn outwards to end on opposite
side to start. Repeat to place. .

FIGURE 3 - whole reel of 5 across ends - middles go to their right into
centre of ends, the pair next to the ends come in, starting a reel of three,
then the end pair join in to make it a reel of 5. End in lines of 5 across
the set for the sticks. Repeat with middles going to their left and reel of
5 along the sides.

FIGURE 4 - top pairs face along sides (up & down) and move down the centre
of the set to the bottom hitting sticks 8 times. Rest turn downwards and
out on their own tc move up the cutside towards the top, turning inwards
there, keeping their relative positions. The new top two pairs go down the
middle etc. The pair originally at the bottom become the middle and then
the top, then stick down to end fourth and finally become second and stick
down again to end in place. Every pair goes twice.

© 1991 R L Dommett
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THE TRIUMPH

Source : film of Shropshire Bedlams on tour at Bracknell Folk Festival.
The team made mistakes so intended version unknown.

Music : presumably “The Triumph"

Step : Bedlams sequence (can use hopsteps)

Set : 9 dancers in a square 3 x 3, each with a short stick. The leader
of this dance is best in the middle position.

FIGURE 1 - 8 bars - foot up on spot.
FIGURE 2 - “The Figure Eight”

The left hand file cast to left, the centre file waits and joins on the end
of the left file, while the right hand file casts to their right. These two
lines turn in and cross the centre of the set diagonally going infto a figure
eight but the leader of the shorter file does not cross behind the other
leader but behind the second in that group, to get a more balanced number of
dancers in each locp. The figure eight goes around three times before
breaking off as original leaders go down outside then come up in the three
orignal lines to place, the middle file come up the centre without following
left file round, so get to place first. :

FIGURE 3 - “Sticks and Go”

The two left hand files face and stick 12 times right to left while hopping.
The other file dances completely around these counterclockwise on 12 hops.
When they are back the bottom two rows face and stick and the top row goes
round counterclockwise. Then the right hand files face, then the top two
rows etc. The key person should be the one in the very middle who does not
round round in any of the outside files/rows and turns 90° counterclockwise
each change.

FIGURE 4 etc - repeat of figure 2 etc but start all facing to left, ie set
orientation rotated 90°.

Sequence done four times in all. End on the Figure Eight and lead off.

© 1921 R L Dommett



V 2.0

OoOLD MOLLY OXFORD

Source : interpretation of Steeple Claydon Six Hand Reel with handclapping
danced jointly by Shropshire Bedlams and Martha Rhodens Tuppenny
Dish as recorded at Sidmouth in 1977 and 1981.

Music : related to the Steeple Claydon tune, which had an A music only, and
with some similarity to the Headington Quarry tune B music. (AB)®,

Steps : the teams usual stepping sequence.

Set : 3ix dancers in a file, facing in pairs, > < > < > <.

The dance is alternating Reels of Six (A musics) and Handclapping (B musics)
a5 at Steeple Claydon.

HANDCLAPPING

2ar | both, both, touch the ocutside cof right ankle with right hand iwice,
Bar 2 both, both, touch the top of right knee twice,

Zar 3  both, both, touch the ocufside of left anklie with left hand twice,
Bar 4 both, both, touch the top of left knee twice,

Bar 5 both, both, clap right hands with copposite twice,

8ar & both, both, clap left hands with oppeosite twice,

Bar 7 Dboth, clap right hands with opposite, both, clap left hands,

Bar 8 both, clap own hands behind back, beth in front, pause.

‘both’ = clap both own hands together in front of own chest.

To touch ankles the appropriate foot is lifted, leg bent at knee, with little
bend forward of the body to reach the ankle.

To touch the knee, the knee is raised towards having the thigh horizontal.
On the same beat as the touch the free arm is near shoulder level and out
to the side and the hand flicked outwards On the final pause in bar 8 both
hands are flicked outwards.

THE PERFORMANCE

The manner of presentaticn was of considerable interest. The dance was used
as a finish, at Sidmouth with two lines of women between lines of men. The
s2quence of reel and clapping was done several times, ending with clapping.
The dancers, especially the men, inserted extra rotations during the reels,
particularly when going round the ends cf the set. At the end of the dance
ail stood still for a while, women with arms outstretched, then the women
iumpad. turned and ran off, a littiz whiles later the men chased after them.

95



LAST NIGHT WITH ARCHIE

Source : film of Martha Rhoden's Tuppenny Dish at a Bracknell Folk Festival

Tour.
Music : Boyne Water from [ Locke collected by C Sharp.
Steps : usual for the team, i h 2 h, 1 2 3 h.
Set : 8 dancers in two lines, sef changes direction during the dance,
CHORUS - hand clapping. In bars 3 & 4 clap and stamp three times.
+1 14 +
bor+r 2 141 o 3 =/ ,1 . 3c -/ 0T 3x - /
1+r stamp 1 stamp r
- L rtl . r+l r+
b r-r - 1i+i / b © -/ b r+r o i+l / ) . L. /
l+r l1+4r itr

stamp 1 r - e
FIGURES

1. WHOLE ROUNDS : dance whole rounds ciockwise, ending in two lines facing
up, then -urn to face across.

2. CAST-&-HALF-CIP : the dancers cast around their nearasf ends to form a
set across, 2 bars to cast, 2 bars on the spef.

2

3 4 1 3 4 2
to

3 3 7 a 5} 3

7 2

Then haif gip, right shoulders
other half gip, left shouldars,

-

facing 2 2ars.

ith current cpposite, 4 bars, and then
11 cast back to place, 2 bars, dance

o =

(93]

. turn out at half

i to 2 to turn back

=nd th2 Jdance with the chorws Zone twica.

o
o
[PN)

1)

Tiomme o
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BARLEY MORRIS SIX HANDED STICK DANCE

Source : from fiim of Barley Morris on tour.
Music : 7

Steps : nopsteps

Sticks : long

Set : 6 dances in fwo lines.

CHORUS ticking : clash tips high+ and low-= in each bar, but ead two high
lashes - in last bar.

[ )]

FIGURES

i, FOOT-UP-&-DOWN : maova up for & nops:
and turn ut to fa S, nopsieps on the
spot and jump to face fronf.

z. CROSS-OVER : nxrmal pafh, passing right shoulders doth times, with
stepping and fturns as in Fooi-Un.

(e8]

REEL-OF-SIX : 3ii move into one iin2 down cenfreiine o7 the 32, zoing to
the right, left shoulders to oppaosite, turning anticlockwise ¢

a line of 5 facing in pairs, in 4 hopsieps. <omplefe reel of ¢ along
the centreliinz, in 20 hopsieps, dance on the spof facing for Zast 8

hopsteps. HNaxt chorus done facing in pairs.

4. WHOLE-ROUNDS : move out to starting place on 4 hopsteps, turning ‘o end
facing up and down the set in the opposite direction to which t
tre. Gance 4 hopsteps on the spof.

were facing in pairs in the cen 8
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